Volume 17, Number 11 (November 1899) by Baltzell, Winton J.
Gardner-Webb University
Digital Commons @ Gardner-Webb University
The Etude Magazine: 1883-1957 John R. Dover Memorial Library
11-1-1899
Volume 17, Number 11 (November 1899)
Winton J. Baltzell
Follow this and additional works at: https://digitalcommons.gardner-webb.edu/etude
Part of the Composition Commons, Ethnomusicology Commons, Fine Arts Commons, History
Commons, Liturgy and Worship Commons, Music Education Commons, Musicology Commons,
Music Pedagogy Commons, Music Performance Commons, Music Practice Commons, and the
Music Theory Commons
This Book is brought to you for free and open access by the John R. Dover Memorial Library at Digital Commons @ Gardner-Webb University. It has
been accepted for inclusion in The Etude Magazine: 1883-1957 by an authorized administrator of Digital Commons @ Gardner-Webb University. For
more information, please contact digitalcommons@gardner-webb.edu.
Recommended Citation
Baltzell, Winton J.. "Volume 17, Number 11 (November 1899)." , (1899). https://digitalcommons.gardner-webb.edu/etude/443
pH 
SHE- 
Biographical Study. Thomas Tapper,. 
The Do-Nothing. Harvey Wickham . 
Many Methods. A Plea lor Liberalism. J. Francis Cooke, 
Thoughts, Suggestions, Advice,.. ■ • ■ 
The Bril of Forcing Development. F. B. Hawkins, . . 
On Studying Sonatas. E. R. Kroeger,  
Unmusical People. Daniel JBatchellor,  
The Art of Interesting Pupils. E. G. Higgins. 
Sophie Menter and Cecile Chaminade. E. Baxter Perry, 
A Pitch Battle. Helena Maguire  
Ideals For Piano Teachers. Cora Stanton Brown, . . . 
The Scales Again. Kate Waldo Feck. 
Too Much “ Thud 1 ” Herat Wilkins,  
How to Interest Children. E. J. Decevee  
Growth. Frances C. Robinson, • • 
A Talk to Students. Ernest T. Winchester,. 
How to Become a Composer. C■ Fred Kenyon  
Suggestions to Students Going Abroad. Thaleon Blake, . 
'Yho Are Faddists ? Mrs. Emma Wilkins Gutmann, . . 
A Suggestion to Pupils: Obedience. Marcy B. Darnall, 
The Best Way to Form a Good Teaching Connection, . . 
A Necessary Part of a Teacher’s Equipment. IF. F. Gales, 
Intensity ns a Factor in Piano Study. C■ W- London, . 
Why Go Abroad .  
Practice and Health. H. L. Teetzels,  
Arrogant Teachers. Clara A. Korn,. 
Modern English Choral Writers. E. H. Johnson, ■ • • 
Teachers Should Play for Pupils. Mary Hewson, . • 
Study of Elocution a Help to the Musician. M. Merrick, 
About Minor Keys. T. L. Rickaby,  
The Student’s Incentive. W. E. Snyder,  
“ Don’ts” for Those About to Teach. M. Blackwood, . 
Letters to Teachers. W. S. B. Mathews  
Letters to Pupils. J. S. Van Cleve,  
Advertising Again,  
Genius. Madame Pupin.. • •. ■ 
Woman’s Work in Music. Edited by Fanny Morris Smith. 
Organ and Choir. Edited by Everett E. Truette. 
Vocal Department. Conducted by H. W. Greene, . . . ■ 
The Lowliest Teacher’s Work. Ada M. Kennicotl, . ■ ■ 
340 
341 
341 
344 
346 
346 
347 
347 
348 
349 
360 
360 
350 
351 
861 
362 
353 
353 
364 
354 
355 
366 
356 
857 
367 
367 
358 
358 
358 
360 
360 
360 
361 
362 
362 
363 
364 
366 
868 
369 
JVI U S I C PBICE IK SHEET FOUl 
Moment Musical. Op. 46, No. 1. F. Scharwenka, ■ • 
Norwegian Dance. Op. 36, No. 2. E. Grieg, . . • 
LuUaby. W. Kienzl,  
Cavatina. Op. 85. J. Raff,  
Souvenir. Op. 10. No. 1. G. Karganoff, . . ■ ■ 
Harriet March. E. Sorrentino,  
A Darktown Frolic. IP. F. Sudds  
the Crown of Love. F. K. Lohr. 
iED MONTHLY 
> PER YEAR 
LE COPIES I5C 
# 
an educational 
musical journal 
TheoPRESSERP^^Pa 
THE etude 
ftln&ergartcn. 
Ikmbergarten 
/Iftusic BuUMng.... 
The Science of Music for Children. 
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ments of music to beginners, either individually or 
in classes, is both simple and scientific in construction, 
and is highly endorsed by leading musicians. Its chiel 
charm lies in its simplicity and truth. The practical 
proof of its utility is demonstrated by the pleasure and 
knowledge the children gain from joining the classes 
funght by teachers who have studied Kindergarten Music 
Building under Mrs. N. K. Darlington, author and 
originator of the method. 
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author succeeds in emphasizing the music story 
and holding the child’s attention. 3 
An appendix of questions on the text serves as 
a helji and suggestion to the teacher who desires to 
use the book for iniiial lessons in Music History 
The hook is written in simple language—it is 
designed to be read by the children themselves. 
Nothing could serve better for the child’s first 
lessons in Musical Biography; contemporaneous 
history is delightfully introduced, and the child 
learns by grouping personages and events. 
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»nd to give * FUNDAMENTAL, SYSTEMATIC 
AND LOGICAL MUSICAL education in a way 
that ehall be natural and pleaanrabl* to children, 
and eo make it possible for Mueic to exercise her 
threefold power of development. 
After completing the course the child goes 
to the instrument, reads music readily, knows the 
keyboard, recognize* chord*, key*, etc. The ear 
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developed as well as technique, and, best of all, 
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The encore habit is frequently a nuisance. It length¬ 
ens programs often already long ; it accustoms those who 
make up the audience to a pernicious habit, that of undis- 
criminating applause ; it lowers the players or singers 
who respond, and it usually results in rendering for the 
audience another piece than the one which gained the 
applause. It happens, sometimes, that an artist mars 
the good impression of one-piece of execution in a style in 
which he is master by another in which he is notso much 
at home. What a disappointment it is to a genuine lover 
of music to hear some exquisite bit of melody, some little 
tone-poem, perfect in conception and expression, fol¬ 
lowed by a trivial little piece of an artificial simplicity. 
Better that an appetite should be left somewhat unsatis¬ 
fied than to cloy it with sweets; better to leave the 
palate tingling with the flavor of some dainty morsel 
than to kill it with some gross spice or neutral taste. 
At the present day encores are so apt to partake of the 
Tnlgar characteristics of the popular song that it is dif¬ 
ficult not to lose patience at concerts. Let the senti¬ 
ment be against cheap encores and indiscriminate ap¬ 
plause, especially when, as often is the case, it is 
prompted by a mere kindly spirit on the part of an au¬ 
dience, and not by genuine delight in something good, 
well done. 
So better plea for more general education in music 
can be found than in the ignorance which prevails in 
the musical art, even among otherwise well-informed 
P^pl®- People who would blush to confess ignorance 
of the date of the revocation of the Edict of Nantes, or 
of the specific gravity of hydrogen, will make the most 
absurd mistakes in music without being in the least 
conscious of it. Writers for the press, who make it a 
point to verify all their technical statements in writing 
about the other sciences, seem to be under the impres¬ 
sion that any kind of gibberish will do about music, on 
'he theory that the great mass of people are as ignorant 
on the subject as the writer. 
A striking example of the nonsense people write 
a ut music is furnished by the Associated Press account 
* Dewey celebration in New York. One of the 
neat descriptive writers in New York was given the as¬ 
signment, and here is what he said of a portion of it: 
the Olympia came abreast of the Chicago the 
1,’nard presented arms, the drums gave four rutiles, the 
trumpets four flourishes, and the band played 1 Home, 
Sweet Home,’ dwelling with swelling cadenza opon the 
minor bars. The officers at the waist raised their gold- 
bound beavers, and the sailors cheered,” etc. 
Now from a musical standpoint this is idiotic. In the 
first place, “ Home, Sweet Home ” is in the major key, 
and there are no minor bars in it. In the next place 
there is no cadenza in “Home, Sweet Home,” and if 
there were it would he played by itself, and not as an 
accompaniment to the “ minor bare.” The writer 
wanted to say something pretty, whether it made sente 
or not. He might just as well have said that “ Admiral 
Dewey stood gracefully on his left head, with intelligent 
fire beaming from his feet.” Every one would recognize 
the latter as nonsense, but about mnsic it seems as if 
anything can be said whether it makes sense or not. 
As the study of music grows more and more general 
in this country, it is to be hoped that it will soon attain 
a point where it will be an essential to a liberal educa¬ 
tion, and where people who would blush to be fonnd 
ignorant of the common rules of grammar, will not 
admit, without hesitation, that they know absolutely 
nothing about music. 
WagnerUmns that had destroyed the great conductor. 
But the very last letter that be wrote Liszt lead ; 
“ Notwithstanding a heavy attack of the grippe, if it 
be any wise possible, I will go to 11m concert, where 
they bring out one of yonr new works, in order to give 
all the applause my hands can make.” 
AN art that the music stndent most cultivate U that 
of careful listening at concert* and recitals for the 
ability to give an appropriate heating to a piece of 
mnaic deserves to be ranked almost as high as an art. 
The most vital feature of hearing music to the beat 
advantage is to pnt one’s self into the mood of the torn 
poser. If possible, and it frequently Is, it Is lawt to 
know in advance the style of the piece and to prearrange 
one’s mental attitude, that there may be harmony lie- 
tween mind and mnsic. 
A mind set to an allegro is not going to appreciate an 
adagio, or rice ver»4. To appreciate a nocturne, one 
must have what might be called e devitalized, languid 
state of mind that would Ire entirely Inappropriate to a 
polonaise or to a “ frWka " movement In a rbapaody-as 
mocb out of place as a martial mood would lie in listen¬ 
ing to a nocturne. 
OUR range of vision increases in proportion to the die 
tance from objects. We are the center of vision, snd of 
course the subject of importance in our own view. But 
we all know that as we increase our distance from objects 
the latter appear smaller to ns. Onr fellows view ns nr 
we view them. We may look at ourselves through the 
small lense of a telescope, but it is often the case Ibat 
others are looking at ns through the large end. There¬ 
fore, we will do well to remember that we do not often 
look so big to other people as we do to oureelvts. 
THE correspondence of Liszt and Hans wm B -b'W, 
covering thirty-three years, edited b, La Mare, has been 
published, with the permission of Fran von Bhtowby 
Breitkopf & Bartel. The majority of the Uta 
in French, an idiom which, in the op.mon of the 
editor, Liszt uses with his usual a.tiat.celegancean.l 
grace ; Billow 
SSXlw—•«r?r,,,ra5: 
ble, jus* possibl , . inleicouree 
are much fewer th.in^ ^ endnrjng friendship of the 
complete *«*“““■ neither the artistic disappoint 
two comrades, wl rf Billow-8 family relations 
ments of Ltszt n h ^ utter gelfishneM came 
was able to shake. jt in hitter silence, 
back on his father-in-law, dangbt.r 
so BiHow’s mner life. The two 
destroy and desT‘ e h)owg together. Neither de- 
men met and pa™ perhaps tbeir belief in »nd 
serted his artistic ;hfm As years went 
fidelity to each other * ^ Mtlon,I movements 
on, Li«t became the pa (,ifffring fr0m Germany, 
springing up in «no‘"e - ,pirU in Brahms, who, 
and Billow rested h» F wd practical, hut 
't*1'•*■»' •• “,Mo"r",h' 
strong, healtny, 
TltK depth of solidity of people's mnaiciauablp moy 
well be judged by the liooks they own and toad, Juat ss 
their morals may lie measured by the company they 
keep. The young pel non who avoid* all study of bar 
mony or history, aud all reading of biography or municzl 
literature iu general, can at the beet tie ranked only ** a 
dabbler In the raualeal art, aud roally undwwreing of 
the term “murddan." Uodeeerring of It br«»o*e the 
term doea not properly describe him. He may be calkd 
a player or ainger, but it would *tr«t<b the meaning of 
the word beyond its beat limit* to <»ll Wm a mm Ida n 
And yet the word mualcian ie need by people generally 
to include everything that make* a mdar from the 
player on a banjo or a month harp up to Paderewski 
This general use of the word la unfortunate, and it 
would bo well if the prolenalon were to do their utmost 
to give this term its pro|*r application a»d to lead 
others to do the name. 
❖ 
Ta« greatest mistake a pupil can make W zot to pul 
himeelf unreservedly lo the baud, of We teacher. Gould 
the sculptor ahape l.ia marble If lb. matotW t. Mtodr 
No more can the teacher do hi* b**t uutom be M aided 
by docility and tracUWIity on tb. part ol tb. poptl. 
The pupil should make choice of a teacher in whom 
be has faith ; and then, in lb« spirit of «hfIdiih* urta- 
nlicity, allow himself to la- molded to the lawt of the 
teacher a ability. The dodre to <b. aell can wwt Uke 
the place of the ability to do well. !>r«ire mw4 pmvde 
ability. And it la thi. dadre that prompt. *»«■*»«» 
Uon of one s self to the moldiog p.ore- fff £ 
ftt),l ssdsta the teacher in all poreride way# The iafleai- 
is the noo-progreaai»e pup,.. Thedodiepupil, 
ad opting every suggestion, following --civ wish, rarry- 
jog out every command of the torn-her-mwb a p.pd 
o,wo* the way for the teacher's work. Hocb an 
attitude, plus talent, mean* aotcaaa. 
<• 
Cltvl’t* was utterly 1ht* 
qualities. As to melody, be was IVlteb. and that was 
then absilulely esnile ; as to ba.wony, be was ettresa 
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gautly chromatic, or at least so it seemed to his contem¬ 
poraries ; as to rhythm, he was revolutionary, and was 
a stumbling-block for many a long year. He con¬ 
structed music which it was absolutely impossible to 
play in strict measural beating of even pulses. This 
lengthening certain beats to favor others we now term 
tempo rubato, or stolen time. Since Chopin has mounted 
his royal throne as king of one of the richest and 
most beautiful inner provinces of the piano-world, this 
habit of doing as he requires in the matter of beating 
has become familiar, and unluckily it has pervaded 
other styles of music to which it is inappropriate. One 
who plays a great deal of Chopin will unconsciously 
become habituated to relaxing the rhythm. When this, 
however, is applied to the music of Beethoven, Weber, 
Schumann, Schubert, and still more to that of Men¬ 
delssohn, Mozart, and Bach, it produces a dreadful dis¬ 
tortion of their symmetries. There should be a constant 
watchfulness, on the part of teacher and pupil alike, 
lest this rubato habit become a mannerism, and, in fact, 
a disease. 
There are very encouraging signs of progress in the 
musical growth of America. We are beginning to pro¬ 
duce our own artists. 
Heretofore we have imported them, and it is con¬ 
trary to all principles of political economy to import 
what can and should be raised at home. We have pro¬ 
tected sugar, iron, potatoes, wool, and tinplate, but 
no one has thought of protecting American artists. 
Music, like wheat, has always borne the competition of 
the world. Just in proportion as Yankee notions have 
risen in the home market, “Yankee Doodle” has lost 
favor. Americans have been afraid and ashamed of 
their own art for a good many years. 
They have no faith in themselves nor in their own home 
musicians. “ She sings well,” they say of the church 
soprano, “ not, of course, like one that has had advan¬ 
tages in Europe, but very well,” and no artist that has 
settled among us has ever escaped the note of apology 
in the praises accorded his best efforts. To be local has 
been fatal. 
Now, the musical condition of a country depends on 
the loyalty of each section to its own musicians,—on 
the faith and satisfaction in his excellence accorded the 
provincial genius by his own country-side. This liking 
for one's own explains the full musical life of foreign 
lands. 
The current notes of foreign musical papers are 
crowded with obituaries of Italian, German, and 
French musicians whose names are totally unfamiliar 
to us, but who have had their following in their own 
locality ; have written, edited, played, sung, and lived 
and died in honor. 
Until every section of broad America can boast its own 
admired musicians,—men whose talent grows, flowers 
and ripens at home,-there will be no true development 
of the art of music in this country. 
THE ETUDE 
month, so far as the weather is concerned, and the 
teacher can spend some time in the open air, the frost 
that may be there being just the thing to tone up slack 
nerves and tired muscles. In other parts of the country 
where snow covers the ground and ice is on the streams, 
can anything more exhilarating be found than a sleigh- 
ride or a headlong dash on the steel runners of a pair of 
skates ? Let us keep the body vigorous. If we give a 
fair proportion of work to the whole body, not merely 
to the fingers, hands, and the arms, or, it may be, to the 
larynx, we will be better in mind also. The red blood 
of health makes a better tone even in the mental being. 
The teacher who is trying to raise the standard of 
musical appreciation in his community will do well to 
remember that you ean not drive the masses. You can 
take a few persons,—pupils, perhaps,—and by dint of 
persistence and, it may be, by hard driving, accomplish 
something. The public, however, must be led. Every 
public program that the teacher arranges ought to keep 
this fact in mind. Those who compose the audience 
must be interested in order to care for music at all. 
A teacher who had charge of the music in a public 
institution where some 1500 men would gather to hear 
him play used to say to them : “Now, boys, you ought 
to meet me half-way. I will play for you what you 
like best; but you ought also to listen to some of those I 
like best.” And they did, and their taste was gradually 
raised. Let us give the public at least some of the music 
that it likes. 
modes of expression will be found, we donKr 
why should notone be found in the music of' T' 
masters ? It stirs the heart, it awakens feeli 
the less powerful because they can not be Z 
words indeed, through it the inexpressible is eL m'° 
Herbert Spencer finds the union of science and L* ' 
m the fact common to both-that either one push's? 
its farthest limit, ends in the unknowable, and this „ 
knowable he calls God. Music-in its scientific h 
the most exact and mathematic of the arts- 1!““ 
substance the most indefinable and ethereal-wonld. “8 
the art best fitted to symbolize this union of the kmun 
and unknown. n0WD 
There is in all this a deep significance. Here it ra 
only be hinted at, but it is worthy of consideration 
and development by the thoughtful musician. 
Many writers in the press refer to the epidemic of 
rag-time ” music, in which we are now well along 
into the second year, as if “ rag-time ” were something 
new. On the contrary, it is old as the hills. There is 
hardly a composer, ancient or modern, but who has re¬ 
peatedly made use of “rag time” effects in his works. 
The Scotch, as a nation, are so fond of “rag-time” 
that it may almost be said to be characteristic of na¬ 
tional Scotch music. The Scotch strathspeys, reels, 
flings, and other dances, and even their ballads, are 
full of “ rag-time.” Take the Scotch songs, “ Kinloch 
of Kinloch,” “Highland Minstrel Boy,” “Cornin’ 
thro’ the Hye,” “Within a Mile of Edinboro’,” etc., 
and you will find them full of “ rag-time ’’effects, while 
many of the Highland flings are as pure examples of 
rag time ” as any that came to us wet from the printing 
press of the present year. Unless the present craze for 
rag time ” lets up, it will become so incorporated with 
the musical blood of the American people that, when 
we acquire a national type of music, “ rag-time ” effects 
may be one of its characteristics, as it is in the case of 
the Scotch. 
A distinctively national type of American moaic 
can only come after the nation’s nationalities, which at 
present form the American people, have been amalga- 
mated into one strongly marked type. At present the 
Germau-American writes music of the German type ■ 
the American-Italian, music of the Italian type, etc. j 
and it will not be until successive generations hare 
eliminated these foreign traits that distinctively Ameri 
can music will be written. What will be its nature is 
difficult to forecast, but that it will be equal, if not su¬ 
perior, to any music which has yet been composed is 
certain. When the true typical American finally ap¬ 
pears and, after finishing the subduing of this great 
continent, turns his fiery energy, keen ingenuity, and 
remarkable creative instinct into artistic channels, anew 
school of musical composition will arise which will cause 
the Old World to look to America for her new ideas in 
music, just as she now looks to us for inventions and 
for labor-saving machinery. 
BIOGRAPHICAL STUDY. 
BY THOMAS TAPPER. 
If one has become discouraged, how shall interest be 
revived ? is a query that is of moment to many a young 
and earnest teacher, and even to the student of mnsic 
With the best of intentions in the heart one will find 
interest beginning to flag, and that is the time for the in¬ 
quiry to be made. 
Perhaps too close attention has been given to one 
side ol some subject; the nerves and mnscles may have 
become tired of always moving in the same way and 
rebel so very decidedly as to cause a let down in energy 
and, of course, in results. The physical and mental go 
hand in hand, and we must watch one as well as the 
other. Try a change of work. Have you been reading too 
much, following too closely the intellectual or literary 
s.de of mnsic? Then play more, practice sight-reading 
hear more music, or vice versa. Have you been giving a 
great deal of time to the study of expressive performance 
of your mnsic, so much so that yon have exaggerated 
legitimate methods? Then try the other swing of the 
pendulum and give your time to technic, or vice versa 
Seek rest, recreation, and restoration by a change of 
diet. In some parts of the country, November is an open 
Schopenhauer, the great apostle of pessimism, held 
music as the greatest alleviation to the misery of exist¬ 
ence. This misery he considered the logical result of the 
blind struggle of the will, ever striving for the gratifica¬ 
tion of its desires, yet never satisfied. In his view 
music holds this struggle in abeyance; the will, ab¬ 
sorbed in its enjoyment, forgets to strive, and a tempo¬ 
rary peace is thus secured. * 
A thoughtful writer in a recent issue of the “ Interna¬ 
tional Jou rnal of Ethics ” opens the way to a higher ideal 
of mnsic than that of a mere opiate to the woes of exist¬ 
ence Free performances of the great masters have been 
recently given rn Whitechapel, one of the most degraded 
quarters of London, not only of oratorios but of fnstru 
mental works by Bach, Beethoven, Brahms, Schnmann 
,?..heir 0™™helming effect on audiences in such a 
ocality opens the question whether music of the highest 
type may be used not only as a refining and cultivating 
influence, bnt for something higher as well. The heart 
ZtoTutllT t0 TT 1,8 higheSt a"d h0lie6t tee lings. If this expression be denied, deep unhappiness 
results. In these latter days the expression of regions 
feeling has been checked in many ways. Higher criti 
and 8cientiflc ~b have weakened old folTla* 
m many minds, and nothing has arisen to take thMr 
P ace. Religion has by no means failed, bnt its power 
Of e.preraion i, with „„„ parl„ 
The Teacher complained to me that the Little Girl 
did not succeed in learning her Music History lesson. 
My sympathy was at once aroused in the Little Girl's 
behalf, but I held my peace, and the Teacher continued. 
When she was done, the lowest terms of her complaint 
was this: As a result of studying Music History, with 
the lessons carefully outlined, the Little Girl does not 
remember the important facts. 
I set forth the case for the Teacher somewhat as 
follows : 
I. Let us suppose that the Little Girl is right. 
II. She undoubtedly cares very little for the facts of 
Music History, anyway. 
III. In attempting to do as you bid, her splendid 
human nature instinctively rebels against the consecu¬ 
tive facts of Music History; but delights to pick out 
bits here and there, because they are especially inter¬ 
esting—bits that delight her quite the same in the lite 
of a playmate as in the life of Mozart. 
Your method is this : 
I. To begin at the beginning. * 
II. To follow the trail unswervingly. 
III. To push on with grim determination to the end- 
The strain is too mnch for the Little Girl, and she 
takes refuge in the interesting bits. These bits ore gole 
ways to all there is. When yon know this sympatheti¬ 
cally, the Mnsic History lesson will never again be a 
source of trouble. Then, again, you must remember that 
the natural introduction to History is Biography ; there 
is less generality, more lively incident; you are dealing 
with human life, rather than in ceutories. ^ou fin 
something to take hold of, something to feel, somethin!, 
to appreciate, something to compare with your own life- 
Children do not show degeneracy in choosing to care more 
for the usual in Biography than for the unusual. Mozart * 
Riicken, his hobby-horse games, his kingdom of (hi 
dren, touch ns nearer life’s center than the bare fact that 
he wrote a concerto for three pianos in February, 1 
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So use plenty of Biography to begin with, dwelling gen¬ 
erously on the purely human elements of the story. 
\dd little by little, the facts which lie near ; later de¬ 
velop facts a trifle more ; and—do not hurry. 
If in the years from ten to sixteen, the Little Girl 
learns of six or eight composers, she is not badly 
equipped for the study of Music History in consecutive 
form. The few composers she knows of are a splendid 
trellis on which her vines of Interest and Knowledge 
may grow—may grow, mind you, not spring to maturity 
in a moment. 
The deduction is this : 
Let Biography precede history. Do not underrate 
the value of the interesting portions; take plenty of 
time. 
When I remarked to the Teacher that undoubtedly 
the Little Girl remembered what appealed to her, she 
exclaimed: 
“Bnt she does not remember wliat appeals to me.” 
And I could not but add to myself: 
“ Bless the Little Girl! ” 
THE DO-NOTHING. 
BY HARVEY WICKHAM. 
“Hoc Age.” 
“How do you write so many books?” a famous 
author, whose name for the moment escapes me, was 
once asked. “ By putting down what others let 
slip,” he replied. Successful men are those who do 
what unsuccessful men do not think it worth while to 
do. “ What is the use in that? If it were feasible it 
would have been tried long ago,” is a protest which 
greets the inventor at every turn. The discoverer of 
illuminating gas is said to have made his first gas-house 
ont of a discarded gun barrel, plugged up at one end with 
clay, and thrnst into his father’s fireplace. “ Do you 
think you are so much wiser than your folks?” cried 
the parent, a bigoted, ignorant charcoal burner. “ Can¬ 
dles have always been the best light we could get, and 
I don’t reckon yon’ll do any better.” 
Great discoveries are absurdly simple, and many have 
remained hidden for centuries by their very obviousness, 
like grandmother’s spectacles, resting unfound upon her 
forehead while she searches the house for them. The 
names upon a map most likely to escape observation are 
not unusual ones, hidden and obscure, but those which 
are household words, printed in overbold type running 
clear across the page. The noble melodies are made up 
of such everyday intervals and rhythms that only 
geniuses think to pat them on paper. The next step 
toward success is too easy to overcome the mental 
inertia of the average man, who needs the wonderful, 
the difficult, the strange, to fire his imagination and 
move him to the putting forth of bis powers. We are 
not surrounded by men who seize every opportunity, or 
there would be small chance of our becoming distin¬ 
guished. Well for us our neighbors are procrastinators, 
too. They also think without acting. Were there but 
an nntitoxin to destroy the germ of indolence,—not 
laziness so much as the fear to do,—it would revolutionize 
the world in short order. 
vecital in the nearby American metropolis, or even 
olds the fifty-cent piece which would take him t 
j*re' first-class performance afforded by his own t 
nch people constitute nine-tenths of the failures 0 
profession. They complain of a non-musical at 
P ere, bnt do they subscribe for and read a single r 
hard^' th6y know that even a toil-worn, ni 
^ ene^' overworked artist emu rise from the perusa 
lert^ art‘€*e (I misspell and hyphenate the 
fo .?.0r'^'nal meaning be lost) with renewed inspir 
pie e'r la,K)r? I*ot an issne The Etude, for e 
from the press without quantities of goo 
,tr *nterestingly expressed by clever pens, a 
tnn 'h * ^ ^6*r ',e8e^'Dg sin, whatever it may be. 
10QC 8°°d seed falls on stony ground! The wo: 
8 0 hear, the instruction we need to help ns i 
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attainment of our ends,-it is dinned into onr ears at 
every corner. Our friends, fearful to wound us, conch 
it in cautions expressions. Our rivals openly point out 
the flaw which, could we see and would we meDd, might 
make us more than a match for them. They rely upon 
our mental inertia-npon our inability to take that first 
all-too-easy step. 
Will yon not, my dear reader, “break away,” as the 
urchins say, and, putting your timidity in your pocket, 
give that recital you have been thinking about for so 
long ? If you are not prepared, why not prepare ? Why 
not learn at once that composition you have for months 
intended to learn ? Will yon not organize your pupils 
into that musical club you have had for years in mind ? 
There is no year so good as the fall of 1899 to build 
one of your air-castles in brick and mortar, remod¬ 
eling it to suit the occasion, if necessary. Spend a 
hundred dollars in musical education in New York, 
or Boston, or Philadelphia, or Chicago, and forget 
for a while that course of lessons you hope to take 
“ some day ” in lands that are far across the sea. When 
you get to Vienna, or Paris, or Berlin, it will be that 
same old minor scale, that same old weak fourth finger, 
that same old mental inertia, which will confront you. 
Nothing will sweeten your visit to the Old World like 
the conquering of a fault or two while you are in tbc 
New ; and it will brighten and lengthen those declining 
years, in which you hope to do so much, if you do a lit¬ 
tle now. I dare say yon have been taking the time to 
read this which should have been devoted to practice, 
so I will close. Success to you ! 
MANY METHODS: A PLEA FOR LIBERALISM. 
BY J. FRANCIS COOKE, M.B. 
In this cosmopolitan and socially heterogeneous conn 
y of ours it is not wonderful that we fbould have veiy 
■arly as many methods of musical instruction as we 
ive representatives of races, nationalities, creeds, and 
cial classes. If your connection with mnsic covers 
it a decad, you can recollect at least a score of 
ano methods. Of this number, probably five are 
tinct, ten dying, and the remaining ten fighting it 
it to their inevitable end. The system of moeir, 
we have it now, has changed but little since the 
dine of the school of Rameau ; hut methods are as 
msitory as time itself. We hear of European methods, 
erman methods, French methods, Russian methods, 
ngliah methods, Hungarian methods, Berlin methods, 
iennese methods, Parisian methods, Leipzig methods, 
resden methods, Stuttgart methods, and American 
ethods, Czerny methods Tansig methods, Liszt 
ethods, Leechetizky methods, Richardson methods, 
ammemethods, Hunter methods, Beliak methods, Her- 
Di methods, methods with mechanical aid, methods 
ith involved psychological theories, analytical meth- 
l8 synthetic methods, and. methods until we are all 
fite method-mad. With all these many ways no one 
ill ever be laid down as a permanent road. VVe mnst 
lve instruction-books and systems of musical ednea- 
on . but to maintain that any particular one will L i 
ail rime and all cases, is an absurdity already count, . 
too lone bv musicians. Metbcds come snd go 
• froth upon the shore. 
Method-makers. 
.1 wav condemn the method-makers Do not let us ,n any way ^ ^ tb#t h„ 
to its present height. It *.■*£*£ 
ead of those who develop the. 
K»k. The Stuttgart by ro.nv 
regionally va na^tinoing ,hjs illustration, let ns 
l0dern methods. who h„ for many years 
insider the c* gterk method. He happens npon 
mght the Lebert ^ lnd finds among the first 
new system of instr froro bis old method. 
cltres a number of th the new, de- 
further be might have discovered the new work’a claim 
for existence in some exercise of great valne. The old 
exercises might have passed into the Lebert and Slaik 
method, as they in turn liad passed into the new method. 
The Longevity or Exercise*. 
There are exercise* in use to-day that have been on- 
played by pianists for a century, because it has been 
found impossible to improve them or provide better 
ones. The exercise upon which Dr. Mason has founded 
hia very valuable second volume of the “Touch and 
Technic” has been in nee for many years, but not in the 
manner in which I)r. Mason present* it to na. Still, 
many retrogressive musician* might call I»r. Mason a 
plagiarist; whereas he has given the musical world a 
very ingeniona, safe, and beneficial treatment of a much, 
abnsed exercise. 
Progress. 
These methods of to-day will not lie “ the method* of 
today” ten year* hence. We will, no doubt, have a 
new Czerny, a new Plaidy, a new Cramer, a new 
Leschetizky, a new Virgil, a new Motion. These new 
pioneers, although going in the path* of their predr 
l essor*, will make tbelr discoveries invaluable by ju*t 
that daring that makes explorer* penetrate darker 
regions. Dr. Mason lia* extended hia own boundaries 
in each successive edition of bin "Toocb and Technic " 
theories, and probably will continue to push forward 
hia great work uoto the end of bla long ami remarkable 
journey. 
The American Method. 
The system of English fingering that sneaked Into this 
country under the alia* of the “American fingering” 
(x 1 2 3 4) was soon announced a* the new American 
method. Many teacher*, with the u*nal slight investi¬ 
gation of the enthu*i**t, adopted U, only to find at 0 « 
present day that it applies to less than ten per cent, of 
all printed innaic. Often, similar method* whiter only 
attraction ia novelty no Irapneas some of our moaic in¬ 
structors that all else is abandoned for that particular 
method. Indeed, tbc teacher whore practice ia general 
enough to receive pupil* from various parts of lite coun¬ 
try ts obliged to keep continually informid ragardirg 
numbers of useless and injurious methods In order to 
properly understand different pupils, much as physi¬ 
cians are compelled to have a general knowledge of the 
various schools of medicine in order to properly diagnose 
a patient treated by a former physician. 
Personal M rrtiom. 
I)o not, however, let us, agnosticdike, destroy all our 
guides without providing new one*. We wort have 
methods, and we must have definite and intelligible 
methods. <loe musician might bo successful with a 
system of instruction that would bo utterly worthies# 
to bis fellow worker. Method* of interpretation oI 
technic depend very much upon the teacher'* personal 
intelligence and experience Teacher* can not prescribe 
“one road to musical paradisa." Munir worker* are 
often more Inclined to bigotry than ever were the ILtl 
tana of early New England. Few, even today, are 
liberal enough to recognize the good and bad in all 
method*. We can not hope for any one standard method 
any more than for one political party. 
l^t the progreaaive teacher proclaim that hia method 
is th# very beat that he can abstract from the very best 
methods that come within hi# experience. It to not 
plagiarism for on# to adopt any part of a sincere arieu- 
tist’s work, at the same time giving him credit. It to the 
higfaeet compliment we can pay him for hit labors. 
New Technical Work*. 
behooves the ambitions teacher to purchase every 
musical work of pcmible value. It is only in tbto 
that progress i* possible, ami program to life. After 
iveetigation of these modem method* any intelligent 
,er ran determine what to valuable ia hto own field 
,hor. He should be able to pass on to hi* pupils 
, tt-polar, systematic form of musical work that hi* 
Is may nse as a structural ftmndattoa far their own 
jnn) pystem. In an epitome let ns repeal All art 
lertifio, or otherwise to manife-t Indivtdralhm 
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Properly speaking, no country is truly musical or 
has any right to regard itself as such until it has starved 
at least half a dozen geniuses. America has been hor¬ 
ribly hampered in this regard by her wealth. She has 
tried to starve several, and can proudly record a respect¬ 
able list of old and famous opera-singers and composers 
who have died in “ East Side ” flats and cheap lodgings. 
But a real young genius, far enough advanced to show 
his wings, she has never thoroughly starved. The piano- 
houses have prevented it. 
But as far as breaking their hearts by refusing to go 
to concerts not advertised at the rate of thousands of 
dollars ; by undervaluing and despising resident artists 
of all nationalities ; by running after curiosities on the 
concert platform, and denying all loyalty and allegiance 
to her own flesh and blood, America has certainly done 
her possible best. The American musical public is the 
byword of the world for its fickleness, its uncertain 
ta«te, and its disloyalty. 
The Musical Items of this month afford a curious list 
of artists successful abroad who have had the hardest 
kind of a time in America, and the odd thing about it is 
that their days of disappointment and discomfiture 
here seem -to have laid the foundation for qualities 
which gained them an enthusiastic appreciation abroad. 
A dramatic opera in two acts by Pietro Mascagni, 
which he has named “Silvano, ” has been successfully 
given at the Liceo Rossini Theatre at Pesaro. The 
libretto has been furnished by M. Targioni-Tozzetti. 
The scene is laid in Macedonia. Silvano, to obtain sup¬ 
port for his old mother, has abandoned his business of 
fishing and becomes a smuggler. Hissweetheart, Matilda, 
despairing of seeing him again, turns to Renzo. Silvano 
retarns and kills Renzo. 
Hans Richter has signed a new contract with the 
superintendent-general of the Imperial Theaters, which 
assures his services to the opera until January 1, 1905. 
When the famous conductor arrived at his desk to con¬ 
duct “ Les Maitres Chanteurs, ” the public, aware that he 
had engaged to remain in Vienna, gave him an ovation. 
The city of Pistoja in central Italy has just opened a 
very interesting exposition. It is the leading center of 
musical instrument making in Italy, end its section of 
musical instruments, besides a fine modern exhibit, dis¬ 
plays a rare collection of exquisite productions of the 
twelfth and thirteenth centuries. 
There will be a congress of comparative history dur¬ 
ing the Exposition in Paris, held the last week of July. 
The president of the section of the history of music is 
M. Bourgalt Ducondray ; honorary president, M. Ca¬ 
mille Saint-Saens. 
Pietro Mascagni has completed his new opera, “ Les 
Masques.” The work puts on the stage the personages of 
old Italian comedy—Harlequin, Columbine, Pantalon 
etc. 
The Museum of Antique Instruments at Berlin has 
received an exact copy of an old German Itotta. The 
original was found in the tomb of a German warrior 
near Tuttlingen in the Black Forest, and the date of 
manufacture is placed between the fourth and seventh 
centuries. 
The principal pieces of a ballet, “ Cendrillon,” have 
been found among the effects of the late Johann 
Btrauss. 
Francois Tamagno has lately taken part in a con¬ 
cert for the benefit of a church near his country-place 
at Varese, on the invitation of the Princess Letizia. 
The returns were nearly 11,000 francs. 
Joachim and Eagene D’Albert were the soloists at 
the Brahms festival held at the inauguration of the 
Brahms monument at MeiniDgen. 
Mgr. Francis Redwood, the primate of New Zea¬ 
land, has recently acquired a Stradivarins, for which he 
paid not less than 25,000 francs ($5000). He is an en¬ 
thusiastic amateur violinist. 
Wk learn that Giieg has promised to write the music 
t> an oratorio entitled “ Peace,” the text to be furnished 
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by Bjbrnstjerne Bjornson. It is hoped the work will 
be concluded in time for the Peace Congress to be 
held in Paris in 1900. 
A Heidelberg journal announces that a manuscript 
autograph of a march by Schubert has been found among 
a lot of old music. It is for two pianos, is signed by 
the composer, and is absolutely unknown. The date is 
1825. 
It is rumored that Mr. Rudolph Aronson has made a 
proposition to Siegfried Wagner to direct a grand tour¬ 
nee of concerts in America in 1900. 
Mr. Emil Paur has accepted the position of direc¬ 
tor of the National Conservatory of Music in place of 
Anton Dvorak, who returns to Europe. 
An odd occurrence took place at the opera of “Lohen¬ 
grin,” at Berlin, not long since. Mdme. Schumarin- 
Heinck, who was cast for the role of Ortrud, was unable 
to appear, and Mile. Reinl, who was charged with the 
role of Elsa, took her part. Elsa was sung by Mile. 
Altona of the Opera of Coburg, who happened to be in 
Berlin. In the third act Mile. Altona was taken with a 
fit of coughing, and could not utter a sound. Mile. 
Reinl, who, having concluded her own part, happened 
to be in a box, stood up and sung the role of Elsa, while 
Mile. Altona made the dumb show of the part. 
Verdi has definitely given up writing music and is 
occupied with his memoirs. 
The committee which was formed at Weimar to erect 
a statue of Liszt has now at its command 50,000 francs. 
It has opened a competition for the statue, which will 
be executed in marble and placed in the Archducal Pal¬ 
ace at Weimar, a few steps from the house where Liszt 
lived, and in which the Liszt Museum is installed. 
The competition for the Meyerbeer endowment in 
Berlin will, this year, comprise three prizes: the first 
for a double chorale fugue, the second for an overture 
for grand orchestra, the third for a lyric scene (“Corio- 
lanus at the Gates of Rome ”), for which the poem is 
furnished by Mr. Th. Rehbaum. Collectively, the 
prizes amount to 4500 marks. 
Johann Nepomuk Fuchs, Hofcapellmeister and Di¬ 
rector of the Conservatory of Vienna, died on the fifth of 
October in the fifty-seventh year of his age. 
The Royal Opera in Madrid will present “ Siegfried ” 
(in Spanish) during the coming season. 
The Gewandhaus Concert Institute, Leipzig, will 
give during the coming season the orchestral works of 
Bach, Handel, Beethoven (“Missa Solemnis”), Haydn 
Mozart, Diltersdorf, Weber, Mendelssohn, Schumann 
(Manfred), Volkmann, Brahms, Liszt, Berlioz, Wagner 
d’Albert, Bruckner, Dvorak, Tschaikowsky, Glinka’ 
Glazonnow, Bizet, Goldmark, Grammann (Trauer can- 
tate), and Rich. Strauss, besides new composers, extra 
German work being well represented. The soloists an¬ 
nounced are Huhn, Prevosti, Lehmann, Kalische, Melba 
and Dr. Walter; the pianists, Frau Bluthner-Pancera’ 
Bloomfield-Zeisler, d’Albert, Busoni, Siloti ; the vio¬ 
linists, Frl. Wietroroetz, Herrmann, Joachim, and 
Hamann ; and the 'cellists, Wille and Wieresvolowes. 
This list is interesting because it contains such a mix¬ 
ture of names either quite unknown or household words 
in America. 
A Riem ann Conservatory was opened in Stettin on the 
sixteenth of October. 
Leoncavallo’s opera, “ La Bohfeme,” has met with 
great success in Paris. 
Norway brings forward a young composer, Eyvind 
Alnaes, from Christiania, who is believed to have a fat 
The Russian violinist, Petschnikoff, has been recently 
playing the concerto by Tschaikowsky in Stuttgart In 
°f US CritiC8 th6re he 8howed himself 
one of the first virtuosos of the day. His Bach chaconne 
was also greeted with great enthnsiam. 
Mr. Frank van der Stccken’s symphonic prelnde 
to Heine s tragedy, “William Ratcliff,” has been ac¬ 
cepted by Arthur Nikisch (Berlin Philharmonic) Dr 
s,uT ^UUtf" ,(GUtzaich’ Col°Kne), Gus. Kogel (Mu- 
’ Frankfort on the Miin), and W. Kes (Moscow) 
Arthur Nikisch opened his Philharmonic con™ 
successfully on the ninth of October with Theres p 
reno, soloist. A symphony in D flat by the French r 
poser, Cdsar Franck, was well received. Its h °“' 
found the soubriquet, “the Modern Bach ” byXl 
Franck is designated in France, justly merited bvth 
austerity of his style and the massiveness of his count * 
point. • 
Henri Marteau, who will be remembered in Amer¬ 
ica as a boy violinist, reappears in Berlin as a matme 
artist. His critics there are very much pleased with 
him. 
The friends of Conrad Ansoige, the young gening 
whose symphony “ Orpheus ” (written in New York) 
was presented, perhaps ten years ago, in Steinway Hall 
will be glad to read of his success in Germany. To 
quote the “ Aligemeine Musik-Zeitung,” on a recital 
given by him in Berlin, in October : “ The distinguished 
artist excited exquisite delight by his delivery of his 
program. He is an artist of uncommon subjectivity, 
and of excessively fine nervous organization, who plavs 
no note which is not filled with springing feeling; no 
tone which is not endowed with a soul of warm strength 
and distinct emotion. Ansorge always has something 
new to say, and each of his utterances is specialized 
with the stamp of his marked individuality.” 
Frau Essipoff has suddenly resigned her profes¬ 
sorship at the Conservatory of St. Petersburg. No 
reason is announced. 
Massenet has completed his new oratorio, “The 
Promised Land.” It is in three parts : Horeb, Jericho, 
and Canaan. 
The Orchestral concerts and Rammer music evenings 
annonneed by the Frankfort (on the Main) Museum 
Society enumerate among their soloists the familiar 
names of Ben Davies, Anton von Rooy, Lillian Blauvelt, 
Theresa Carreiio, Moritz Rosenthal, Leonora Jackson, 
and Eugene Ysaye. 
Lorenz & Co., Dayton, O., publishers of sacied 
music, have offered a prize of $125 for an anthem com¬ 
petition, open to any one. The prize is a very liberal one 
and it is to be hoped that the winner may be Ameri¬ 
can. 
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f ANSWERS 
[Our subscribers are invited to send in questions for tin 
department. Please write them on one side of the paper unfit 
and not with other things on the same sheet. In Evekj 
Case the Writer's Full Address must be Ghee 
or the questions will receive no attention. In no eastwit* 
writer’s name be printed to the questions in The lTUDx 
Questions that have no general interest will not receive ones 
tion.~\ 
C. V. B.—H. G. Andres was born at Nancy, France, in 1S3S- 
entered upon bis professional life as teacber at the age of 
one, and continued in this work in his native town until I860, w e*1 
he came to the United States, where he has been very success u 
both as a teacher and concert pianist. 
D. C.—“ Claribel” was Mra Charlotte Arlington Barnard, 
wrote some hundred ballads, most of which attained an extrsor^ 
nary popularity of a transient kind. She died at Dover, Janus , 
30, 1869. 
M. F. W.—An arpegsiated embellishment usually begins 00 ^ 
beat of the note it adorns. Sometimes in Cbopinesque 10118 * ^ 
arPeggiated ornaments are derived from the preceding cb° » ^ 
do rwt displace the note to which they are attached. Stn 
lowest note of an arpeggiated bass on the beat. 
Mbs. M. L. J. B.—Music in the C or tenor clef should be Pj*^ 
in choral music between the bass and alto parts (middle ® ^ 
piano), beneath the alto. But this clef does not necessarily o« ^ 
the third space. It may occur on any line or space whatever, 
ao may the G and F clefs. ^ 
C. M. P.—Friedrich Kuhlan was born Septeml>er 11,1788.1® ^ 
over, and died March 18, 1832, in Copenhagen. He •»»* 0 ^ 
In the streets of Brunswick, where he studied harmony 
Schwencbe. He went to Copenhagen in 1810, and eight T** 
received a dhlary and the title of Court Composer, ^ day- 
operas, chamber music, and piano pieces—all popular in ^.jr 
The sonatas are the remnants of his compositions still n 
use. 
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Gounod Is pronounced as if spelled Goo-no. Final con- 
sants in French words are usually silent, especially d, t,p, s, ?, 
*nd *h olute pitch is the faculty of being able to determine the 
h fa musical sound. It is also applied to the letters used to 
r" ' I„h such as C, c, a', a", which denote a definite position in 
denote P 1>er80n8 who have the faculty of absolute pitch 
tbem“® out the various tones which compose chords that may be 
T Cp”l on the piano or other instrument. It is not a common gift. 
, A changing note is a variety of passing note. It is used in 
3’ • First a discord introduced on the accent in distinction 
fmmthe true passing note, which comes on an unaccented part of 
.mure- a license used in counterpoint by which a discord 
descends a’third, afterward rising a second to its resolution, as D, 
Ci a,B, the C being a discord. 
w 3 The word impulse has been used as signifying a sin- 
, beat in music, or as a single mental act; for example, a musical 
Laseisto be conceived and played with a Bingle mental imputes, 
and not to be considered as a series of dissociated acts following 
each other closely. 
2 A motive is a small group of notes which produce a single and 
complete impression. The first three notes of “Home, Sweet 
Home,” for example, form a motive. 
3. A neutral tone-quality is one that is not distinctive and char- 
a-teristic, such as a staccato, or a siDging eflect, and is used to de- 
acribe the kind of tone-quality used in accompaniments, particu¬ 
larly when a melody is accompanied by chords or arpeggios in one 
or both hands. 
4. The scale of seven flats, C-flat being the same as B, five sharps, 
which is easier to read, is often omitted, or used but little, in piano 
Instruction-books. The scale of seven sharps, F-sharp is the same 
as G-flat, six flats, which is frequently substituted for the former 
as being easier to read. 
E. p.—l. “TheUhlans” refers to a branch of the German cav¬ 
alry which is known by that name. 
2. “Harlequin” denotes a sort of clown who appears in panto¬ 
mime. In the original Italian comedies he was the servant of 
Pantalone, who was the comic representation of Venetian foibles, 
and as the lover of Colombine, a female character somewhat similar. 
He appears on the English, French, and German stage under 
various names and with varying characteristics, such as Jack Pud- 
drag, Jean Pot age, and Hanswurst. 
M. M. M.—1. A ritournelle is a form of verse in poetry, and came 
originally from the Italian, in which it consisted of a strophe of 
three lines, the first and third rhyming. Modern poets do not 
keep to this strict form. It is generally fanciful in character. 
2. Polichinelle is another form of the word Punchinello, who is 
the humorous character in the popular puppet shows of Europe. 
Tne English word is shortened to Punch. 
3. The May (1899) Etude gives the best account of American 
composers that has yet appeared. 
E. M.—The melodic motion or skip of a major sixth is rejected by 
some writers on harmony, others stating that it may be used, espe¬ 
cially ascending. The reason assigned is that it is, perhaps, some¬ 
what difficult to sing. However, this can not apply so very strongly 
to the sopraoo part, which has freedom of motion. The inner parts, 
alto and tenor, can but rarely have occasion to make so wide a 
skip, while the bass can usually move a minor third in the opposite 
direction. In counterpoint the skip of a major sixth is usually 
forbidden, but it is made use of in modern free counterpoint. 
B. M. F.«—1, The chord which begins the theme in Mendelssohn’s 
“Wedding March ”—after the introduction—has for its root F- 
sharp, the supertonic of E-minor, a secondary seventh, resolving on 
the dominant B in the same key, this chord progressing to the 
tonic chord E. This latter chord is also the mediant in C, and 
therefore can progress as it does, making a cadence in that key. 
According to the system used by Dr. Clarke in his new work on 
Harmony, the first chord is an eleventh chord, the root being B, 
the dominant of E-minor. 
2. Wolfgang is pronounced as if spelled Wolf-gab*Kohler is 
pronounced as if spelled Kayler. (This is the clearest way to rep¬ 
resent the sound of the modified German o.) Mascagni is pro¬ 
nounced Mahs-kahn-yi; Schyttd, Skit-tiy; Vieuxtemps, 
Handel is sometimes spelled Handel or Haendel, but modern cus¬ 
tom has about settled to the first spelling, and the name is pro¬ 
nounced the same as if it were English. Saint-Saens is very diffi¬ 
cult to represent in English. It sounds very much as if spelled 
both vowels being quite short. 
3. A motet was a form of composition much used by the older 
church composers. It is similar in style to the madrigal, the real 
difference being that the text was always selected from the Bible. 
D was generally, although not always, polyphonic in characteraDd 
construction, and was at first written for voices alone; in some 
examples an instrumental accompaniment was used, but rarely other 
than a mere doubling of the vocal parts. Mendelssohn s “ Three 
Motets for Female Voices/’ have an organ accompaniment that is 
^dependent many places. The term has also been loosely used 
ysome composers to designate an anthem, polyphonic in char¬ 
acter, in which imitation plays a considerable part, as in the old- 
tune madrigals. 
Individuality does consist in the use of the very 
personal pronoun I; it consists in tone, in method, in 
attitude, in point of view ; it consists in saying things 
111 anch a way that yon will yourself he recognized as a 
orcein saying them.— Woodrow Wilson. 
Alas ! there is always another ronnd to the ladder. 
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Stuirio Experiences. 
A GOOD GUESS. 
WILLIAM BENBOW. 
For several weeks I had explained to a little girl of 
twelve what dots over notes meant. Shortly afterward, 
in reviewing the subject, I asked if she knew the name 
of that kind of notes, and she answered : 
“ Terra-cotta notes.” 
One time I was writing out an arpeggio form, and above 
it I wrote R. H., with the appropriate fingering. After 
writing it, I showed it to her and asked: ‘1 What do sup¬ 
pose that R. H. stands for?” 
The coquettish little maid tossed her head, and smil¬ 
ing, replied: 
“Rhea Hatton ” (her own name). 
A YOUTHFUL MUSICIAN. 
MARGARET BLACKWOOD. 
I WAS leaving my studio one morning when my atten¬ 
tion was attracted by a somewhat unusual sound on the 
staircase. 
Looking over the banisters, I saw, to my astonishment, 
a tiny golden-haired little girl of about five years, who 
was endeavoring with many sighs and pantings to carry 
np a large, black hook, whose size and shape suggested 
bound music. She was hardly more than a baby, anti 
her load was almost larger than herself, but she stock 
manfully to her task, and reached the landing breath¬ 
less. She had no hat on, and a half-soiled pinafore sug¬ 
gested a recent escape from the nursery. 
She dropped her load at my feet with an audible little 
grunt of relief, and smiled op ioto my face confidently. 
“ I’se come to take lessons,” she annonneed in busi¬ 
nesslike tones. “ Dat’s mine music,” indicating the 
ponderous volume with a fat forefinger. “I wants to 
learn to play all ze pieces on all ze pages.” 
“ Do n’t you think yon had better wait until yon are a 
little older?” I said, wondering who she could be and 
where she could have come from. “ I’m afraid your 
little hands are not strong enough yet.” 
(i i8n’t they?” she demanded, with a sudden, hall- 
frightened glance, as she sat down on the top step and 
spread them out on her lap. “Is yon sure? looking 
up at me with a suggestion of tears in the b ne eyes, 
wants to learn to play. Yon’se vewy cross. 
I glanced helplessly down the stairs for some sign of 
mother or guardian of any sort to come to my re- 
Thi. J «t*W — —«.» 
otl«,.... “1^™™ 
to. „ U. .r 
suddenly opened and a r«cn ppea ^ 
borne off sbneki g, Her that I even 
tion, and it was n sred then in my studio ac 
has been a siudeut for 
2UEBR freak OF memory. 
FRED A. FBAKKUN. 
<lv had an experience with a pupil 
no matter bow perfectly the cont- 
, breamed, it is always best to have the 
,0l°’ Trim* with perfect technic and with- ns 0f times jupe 0n the Bj(tht of the 
6 !aPT °fir*t part of the program, and 
‘iDg vet -verel numbers to be play«l 
s were J _ . me considerable excite 
SdSltTe had completely forgotten the 
first eight measures of the piece; she bad gone to 
another piano and tried every means of recalling it, but 
in vain. Sbe could commence with the ninth measure 
and play the balance of the piece, hut could not play 
the first eight measures to save her life. There was do 
time to send to her home for the music, but something 
must be done. It just happened that from bearing the 
solo so maDy times I had a good general idea of it, and, 
seizing a paper and pencil, I hastily started to make a 
rough sketch of the troublesome passage. She was 
looking over my shoulder, and 1 bad only written a few 
measures when she exclaimed, “O, I have it now !’• 
and immediately hurried to another room to try it and 
make sure. When the time came she played it perfectly, 
but said that she would never come without the music 
again. 
THE DISCIPLINE OF MUSIC STUDY. 
W. J. It A 1.7 ZELL. 
“ I HOPE I shall some day have your boy for a pujtil,” 
said a teacher to a mother. “ I soppove you will, but I 
do not envy you your work. William was never fond of 
listening to what he was told.” aaid the mother. A 
splendid opportunity for the teacher to instruct the 
child in music and at the same lime to discipline the 
young hopeful into proper obedience to hia elders! 
There i* so much that the teacher mint do beside* im¬ 
part the musical knowledge and develop the executive 
skill that parents wish their children to potweaa. Truly, 
music study does touch many points in character de¬ 
velopment 1 
the giving OF pieces. 
1IKI.EKA M. MAOUIRK. 
The giving of piece* require* an abundance of tact. 
With the knowledge of a certain weak new of the pupil, 
one diligently searches through all available music until 
that piece is found which meet* the present need and 
affords a pleasant and profitable study for the prevailing 
fault. 
As one produces the rout position and beglo* to ex¬ 
pound upon it, the pnpil ia examining it with critical 
eyee, and perhaps will barely wait for yoo to finish be¬ 
fore questioning, “ But didn't Kltlie 8 have that la* 
year?” Von are forced to admit the fact, but try to 
explain the fact that it was given Mia* 8 when ahe 
needed it, but that she did not happen to need jnat that 
style of piece until now. and that it la quite as good for 
her at present a* it waa for M 1st 8. a year ago. In vain 
The fact remain, that Mia* 8. baa had H a *«•»;«■ •*■ 
vance of her, *o Miss 8. ««*< be a year ahead (which 
mayhap ia true), and all eipl.nat.on go., for naught. 
Or perhaps one ha* been indiacreet enough, in one a 
anxiety to create interest iu a pi««, to «y that one 
of the other young l.diee play, it very nicely But. 
have n't 1 had more luuaooa than ah. ? U 9«l-kly <f°' 
ried, in wonderment that a teacher should expert a popd 
«o play the pi** of a Umer luminary ; mid again el.bo- 
rate explanntion proves vain. 
Without getting into .. rut, there are rert^n 
pieces which may remlily 1- d.-vmed 
and which might 1* need again and •***”*' *”« 
suit* ; but where a tea. her »* a local 
her pupil* either know, or know of. each dber, martI •» 
.Saturday class** compare notes oa the houww 
way it la no light matter for a tea. her to steer clear of 
LS, jealousies and asperities »d at the earn. Urn. mw 
the music .be wi.be. to and when *lw wiM.ee to 
*, common i. it for teacher* tobetrey tWehcs nto 
a teacup war by an indiscriminate giving of p«e«*. tb 
it ha* become a point on which to h»ng a* m . 
joke* a* perhaps anything els* in music 
„ .nepiration- rome only to t he d-wpl < ^ 
ilolent wait for them in vatn.-/’A'”P 
_A wise man will make more opportunities than he 
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practical point} by Eminent Teacher 
PIANISSIMO AND FORTISSIMO. 
PKRI.KE V. JERVIS. 
It is hard to tell which is the more difficult to pro¬ 
duce, a powerful, even, sustained fortissimo, or a beauti¬ 
ful, velvety pianissimo which shall be little more than a 
whisper. A powerful fortissimo is the result of a high 
and exceedingly quick finger action, aided by a vigorous 
action of the triceps muscle, to which attention was 
first called by Dr. Mason, in his “Tonch and Technic.” 
In piauissimo-playing, on the contrary, the fingers do 
not leave the keys at all, the arm and hand are so 
lightly suspended that not the least weight rests upon 
the fingers ; the wrist and the first and second joints of 
the fingers should be in a straight line, and the muscles 
in a state of complete relaxation. The keys are then de¬ 
pressed just enough to make the hammer act upon the 
string. 
Fortissimo and pianissimo scale-playing should form 
part of the daily practice of the student, and he should 
not rest satisfied until he has developed the most powerful 
fortissimo as well as the daintiest pianissimo possible. 
All the degrees of shading between these two extremes 
will then be comparatively easy to acquire. 
A COMMON ERROR AMONG STUDENTS. 
MADAME A. PUPIN. 
.Many piano students think it is much more difficult 
und takas more time to learn a piece well than to learn 
it superficially. So many shirk the trouble of syste¬ 
matic practice ; they hate to “ take pains ” in the begin- 
ing, but think they will later on. Meanwhile they prac 
tice errors which are either retained, or which mnst be 
unlearned—a slow and discouraging process and seldom 
successful. 
Now, what is the difference between the slow plodding 
which impatient and superficial students sneer at and 
their own method of study? The finst is a constant step 
forward ; the other a constant stepping, like the horse 
in the treadmill, without change of place; or, like the 
fabled frog in the well trying to get out, jumping for¬ 
ward two feet and falling back one or more feet: it is 
time spent and nothing accomplished. 
Why should students be willing to practice in soch a 
way that they accomplish nothing? Can they not see 
that in the end they have spent as much time as the 
plodders they affect to despise ? 
liy not taking pains in the beginning they are con¬ 
stantly going back to remedy the deficiencies caused by 
their hurried ways of study, and the result is that they 
get discouraged and give up the piece, or they are satis¬ 
fied to play it with all its faults. 
MUSICALr STUTTERING. 
JOHN 8 VAN CLEVE. 
There are not wanting teachers who, in their ex¬ 
treme solicitude to secure correctness as to the notes 
required, will take so much care with their pupils 
compelling them to study each hand alone for an ex¬ 
tremely long time, then putting the hands together 
under the immediate eye of the teacher, and above all 
this, will demand immediate correction of all imperfect 
false, or dropped notes instantly; that the pupil becomes 
quite incapahle of any independent thinking, and can 
as little take a step from an inner wish or impulse of the 
mind as the high-life Chinese ladies can walk upon their 
tiny, three-inch-long distorted feet. The teacher who 
never allows the pnpil to stumble without catching her 
or him (for, thank God 1 there are nowadays many 
American boys studying mnsic), and administering a 
reproof, or at least a demand for immediate substitution 
of the correct letter, is bringing np a race of musical 
stutterers. The very worst of all errors in a musical 
performance is halting to make corrections. Do not 
stop for every little jolt made by a gravelstone under 
your wheels when you are riding in the chariot of the 
Muse. There are people who exercise so finical a 
choice of words in their speech, who so often hesitate to 
cull synonyms, or take so much pains with the fopperies 
of orthoepy, that their conversation loses all the impres¬ 
siveness and point which it may, perhaps, possess. 
It is quite possible to be just such a musical fop 
as this. Be careful, of course, but do not sacrifice 
idea, general design, conception, to mere note-perfec¬ 
tion. Rubinstein, who was, after Liszt, the greatest 
man that ever played the piano, was sometimes 
almost a sloven in the matter of dropping notes, so 
intent was he upon the general idea, and so carried 
away by the grandeur and fire of the conceptions in his 
mind. He made a very good bon mot apropos of this 
habit or failing of his. He once said that in a certain 
concert tour he had dropped notes enough under the 
piano to make a whole concert. This was, of course, an 
exaggeration, and even a far less degree of slovenly in¬ 
accuracy would not have been tolerable in any man less 
inspired. Nevertheless, we may, in our fastidious craving 
for perfection, perfection, perfection at all hazards as to 
the notes, completely fix the pupil’s attention on the 
actual notes, until all sense of beauty is lost, and the 
playing, at its best, can only resemble the work of a 
music-box. No foundation can ever rise higher than its 
source, and if the mechanical exactness of the pianola, 
the paper stencil organ, or the barrel organ be the neplus 
ultra, why not have them, and not play the pianoforte 
yourself? 
poverty-stricken PUPILiS. 
F. S. LAW. 
What is to be done with the would be pnpil who 
begs for lessons on the promise of payment at an indefi¬ 
nite period,-usually, ‘‘When I am able ”? Such requests 
are generally made on the score of exceptional talent, 
coupled with poverty. It seems unkind to allow a pos¬ 
sible budding genius to be crushed by lack of means, 
and yet the rewards of an arduous profession are not so 
great that a busy teacher can afford to expend time and 
strength for an uncertain return. Uncertain ? Expe¬ 
rience shows that the return, or rather the lack of 
return, is but too certain. There is a curious delusion 
in many minds concerning music lessons. Some people 
appear to think that because nothing tangible passes 
between pupil and teacher they can borrow money 
from the latter (for that is what it amounts to) for an in¬ 
definite term, —and that without having the shadow of a 
claim upon him, either of friendship or even acquaint¬ 
ance One teacher used to explain to such applicants 
that her time and experience were her capital, and this 
she could not afford to invest without a positive return 
Another always replies, “Certainly,” but the ray of 
hope diffused by this response is quickly quenched when 
he adds as a condition a note for the amount indorsed 
by two property-holders. In business, such a course is 
understood ; it excites no remark. It is only because 
meetC,'iT iPr°ftf9i0n ^ °ften aU°W nnb™°esslike 
methods that such procedures occasion surprise. No • 
either give lessons for nothing, and let virtue be its own 
reward, or insist upon the last penny. In the first case 
there is the satisfaction of knowing that yonr charily 
comfort of a material return. In the third sneakim* 
plyTr1^/bn*9 neitl,er- ThC pr0verbial hes'bmcy to pay. for a dead horse is alacrity itself compared to the 
reluctance in paying for lessons which have been given 
Let Z ?? Tk ^ °" thC ba8i8 °f future ability! 
Let the student borrow if he must, but not from the 
teacher, who can but ill afford it. Let him interest 
some capitalist-friend in his behalf. He will 
better, the teacher will work better, the situation",!!! 
be vastly more promising in all its aspects. 
NHGUECTHD OPPORTUNITIES 
CARL W. GRIMM. 
Piano players do not have to band themselves to 
gether in order to produce enjoyable music. The pian 
in itself is a sort of an orchestra ; it does not need a!! 
other instrument to complete the harmony. Tbeacceni 
panying of a singer may be a source of great enjoymenT 
but some piano players have no chance to do this. Piano 
players ought not to isolate themselves so much as they 
generally do ; they ought to play duets and six hand 
pieces; and if some friend has two pianos, there is an 
inestimable opportunity of studying music for two 
pianos, four, six, or eight hands. Teachers can do a 
great deal for their pupils by getting them acquainted 
and arranging four-hand practice. Many life-long friend¬ 
ships are thus often formed by these duet practices. 
Every great opera, oratorio, symphony, etc., is to he 
had in four-hand arrangement. Think of the oppor¬ 
tunities offered to become familiar with all the great 
master-works, even if you never have a chance to hear 
them with great soloists, chorus, and orchestra. 
Two players of medium ability can readily perform 
great works in four-hand arrangements which one of 
them could never venture to play alone. Besides, two 
souls studying a work enthuse each other, and the spirit 
of emulation is created. An exchange of ideas is in¬ 
augurated, and many hours can be most profitably spent. 
Teachers who have no second piano in their studio, 
but a cabinet organ instead, can make excellent nseof 
both, provided they are tuned alike. The whole musi¬ 
cal literature is open to them. Vocal solos can be played 
upon the cabinet organ and the regular accompaniment 
upon the piano. Entire operas, cantatas, etc., can be 
gone over in this manner. If you have no opportunity 
of hearing grand performances of master-works, you at 
least have sufficient occasion to make yourself acquainted 
with them in arrangements. Do not neglect these valu¬ 
able opportunities. 
mental, time. 
J. FRANCIS COOKE, M.B. 
All time and rhythm, as we are obliged to use them 
in music, are mental faculties. They are functions of 
the brain, as are the perceptions of tone and other senses. 
Many pupils with a fair understanding of rhythm fail 
to keep good time even after persistent use of the metro¬ 
nome. The reason for this is that the faculty for crea¬ 
tion is liable to be much stronger in the ordinary pnpil 
than that of imitation. Pupils with limited powers of 
imitation should be taught to create an idea of time. 
In counting, they should know that counting is but 
talking to one’s self. If a pupil fails to count correctly, 
or in an indifferent or irregular manner, the teacher 
should lead him to understand that he is master of him¬ 
self, and should speak with authority and make himself 
obey. Illustrate by means of the instance of a gang of 
men at work, and inquire whether the pupil tbiDks that 
the men would work well if the “ boss ’’spoke to them in 
sleepy tones. Then insist that the pupil count clearly, 
accurately, precisely, and with determination. Insist that 
he command his fingers into obedience to his mind. In¬ 
sist that his fingers follow his counting, and not the 
counting his fingers. Persistent efforts in this line will 
invest the dullest pupils with a sense of time that the 
metronome can never cultivate. 
ACCURACY IN TIME. 
ROBERT D. BRA INK. 
The majority of teachers do not insist on the puP'* 
learning to play a composition in perfect time, wi 
either right or left hand, and the result is that a l*r?e 
number of pupils never learn accuracy in time. I*5 8 
great many compositions the hand playing the nccom 
panimeut keeps the hand playing the melody in 
from the fact that certain notes of the melody band p* 
are struck with or just before or after the notes of t e 
accompaniment, and this keeps the time values of t f 
melody correct. When, however, the pupil attempts to 
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the melody alone, without the accompaniment, he is 
1 at gea if the time happens to be difficult, be- 
b°Pe be has no accompanying notes by which he is ac- 
Ca°tomed to measure the values of the melody notes. 
^Teachers who never require their pupils to play with 
hand at a time will be amazed if they will request 
one try jt. I have heard pupils who were able to 
Jv really difficult compositions quite well fail hope- 
Lsly when they tried to play the melody hand alone. 
Of course the remedy is to require the pupil to play 
either hand alone in time, counting strictly the while. 
It is also a good idea to give the pupil a book of melodies 
written for the violin or flute, entirely without accom¬ 
paniment, as special time studies. 
Studies in single notes in syncopation will be found 
especially valuable for piano students, who will, as a 
general thing, find them very difficult to play without 
the friendly notes of the accompaniment to keep them 
straight. 
Piano duets are also valuable in forming the pupil into 
an accurate timist. Students on the violin and other 
orchestral instruments, as a rule, learn the principles of 
time more accurately than piano students, because they 
play melody parts without accompaniment and are 
obliged to learn the time correctly. 
THE OUTIiOOK- 
FANNY MORRIS SMITH. 
The month of November ushers in its annual dilemma. 
Now the baleful star of the Christmas musical raises its 
beams above the horizon and technic and glory contest 
the possession of the school music class. 
For the music class which assembled in the middle of 
September is in no condition to attack quartets, duets, 
an! showy salon music, and all these must be forth¬ 
coming to adorn the Christmas concert program or the 
principal of the school will know the reason why. 
How many tender firstlings of the flock have been 
sacrificed to the necessities of the music department in 
getting up the advertisement afforded by the Christmas 
musical!—pupils that undertake their studies with 
eagerness; whose technic begins to systematize and settle 
into good habits ; who, if permitted to go on quietly 
and carefully one step at a time, will at the end of the 
school year play well, perhaps brilliantly ; if put to study 
a concert piece, will throw away all they have learned 
and revert to all the faults from which they have so 
lately emancipated themselves. Moreover, pupils that 
take a back step of this kind never have the courage to 
recommence at the beginning again when the great 
occasion is over. They are spoiled, as far as the teacher 
who has betrayed their trust in her is concerned. 
But suppose the teacher has the moral courage to re¬ 
fuse to sacrifice the interests of her pupils to those of 
their school. The fact remains that music is required 
before the class breaks up for the holidays to create en¬ 
thusiasm sufficient to recruit the department when it 
reassembles. Something must be done. 
Under these circumstances nothing helps out better 
than a toy symphony. There are half a dozen of these 
hy different composers, including one by Haydn. All of 
them are pretty, educational, and get-atable. The toys, 
cackoo, quail, water-canary, rattle, drum, triangle, etc., 
cost altogether about five dollars and are sold in sets 
corresponding to the requirements of the symphony to 
which they belong. The melody is carried by the piano 
arranged as a duet; this keeps the little orchestra to¬ 
gether. The rehearsals are great fun and always pro- 
T°ke the keenest enthusiasm among the players and their 
Wends. The drill in time and the practical taste of the 
difficulties in ensemble playing are very valuable, 
while the relief of the vocal and instrumental depart¬ 
ments is worth all the trouble the rehearsals make. 
MUSICIAN. R? 
P. Dutton & Co. 
~-lo live content with small means ; to seek elegance 
gfher than luxury, and refinement rather than fashion , 
0 I>e worthy, not respectable, and wealthy, not rich ; to 
Wffy hard, think quietly, talk gently, act frankly ; to 
wten to stars and birds, to babes and sages, with open 
lear* > 1° hear all cheerfully, do all bravely, await ocea- 
uous, hurry never—in a word, to let the spiritual, un- 
fiden and unconscious grow up through the common 
thiatobei 
RECOLLECTIONS OF AN OLD 
Thomas Ryan. New York : E 
$2 50. 
This most interesting hook has just been received, and 
is well worth reading. In it Mr. Ryan brings together 
his musical recollections covering a period of nearly sixty 
years, and writes of the many famous musicians and 
others he has met. 
Mr. Ryan was one of the original members of the 
Mendelssohn Quintet Club of Boston, which consisted 
at that time of August Fries, first violin ; Francis Riba, 
second violin ; Edward Lehman, viola and Ante ; Thomas 
Ryan, viola and clarinet; and Wolf Fries, violoncello. 
Their first public concert took place in the piano rooms 
of Jonas Chickering in December 1849—fifty years ago. 
Every one loves to recall the scenes that are past, and 
the companions who have been with ns throngh cloud 
and snnshine ; those who have helped ns in onr strug¬ 
gles, and rejoiced with ns when we have been success¬ 
ful. This Mr. Ryan has done. He writes in an easy, 
flowing, and interesting style. This work shows ns 
what wonderful strides music has made in this country 
in the past fifty years. The book is bound in cloth and 
contains forty-five illustrations besides the frontispiece 
of the author. 
WANDERING MELODIES. By Wilhii.m Tappert. 
Published only in German. 
Americans who attend concerts in Berlin often notice 
and inquire the name of a xnan whose great size, enor¬ 
mous head, and flowing locks seem to mark him as a 
noted personality; and their German friends reply, 
“Tappert, the critic.” Wilhelm Tappert has been for 
nearly forty years a leader in aggressive, radical musical 
criticism in Germany, and has published, under the 
above title of “Wandering Melodies,” a fascinating 
study of similar melodies in the works of different com¬ 
posers Such a work has been needed for the encourage¬ 
ment of young composers, who often feel that they are not 
gifted with the divine spark if some strain of theirs 
happens to recall a cla®ic, and for the diHronragcmcDt 
of certain critics like that one who condemned off hand 
the superb C-sbarp minor prelude by Itacbmaninoff be 
cause a part of it suggested a movement >n 
by Henselt. There is plenty of cheap mutative m 
which will never do anyone but .to composers mo b 
harm but when we have a work of power and worth 
its nhrases have been used before. 
Tappert’s book is valuable for showing, among othe 
thines^bow impossible it is for even the greaUat to avo 
using some of the idea, ^ j^pTo^.ttempt 
Thr‘b:c2J2"pi-“-.....*;• 
to apply the 1 * , „j(. The author sought 
plaining the*7j® TJirst, that all forms of music have 
to P^e’two tb of.f0]ksonK an(, dance, which 
sprung from simp 8 that folk-songs are not 
is nowadays a tru , ’ , bat strains 
0, 2<-» of n» 
adapted from the P . lhey oniy t,orrow or 
“The people can not co i , „ Thi ^cond 
vary- To create is the famill.r with 
proposition is JaV, reAd Mr. Francis Kor 
our real negro m tod£ of # Hungarian folk-s»ng, 
bay’s description of t^ ^ eipre*«w itself in some 
_h0w the feetosj d in8pireB others to add to it, 
short musical phrase nDtilit grows to its final 
passing from bonse f0Iget* that he started to 
form. Our author, bo fTttkCe to classi 
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ceasionala of the fourteenth century, songs of French 
troubadours, and German chorale* to the “Coronation 
March ” from Meyerbeer’s “ Prophet.” The melody of 
the familiar “ Soldier's March ” In Schumann's “ Al¬ 
bum for the Young” is diaoovered in the scherzo of 
Beethoven's violin sonata, Op. 24, in an air of Muxarl’a, 
Polish, German, and Bohemian folk-songs, and finally 
traced back to a Latin hymn of the sixteenth orntnry. 
The fifth Gregorian tone is shown to be the basis of many 
folk-songs in different part* of the world, and to har* 
been used by Haydn in the introduction to “ Autumn ” 
in “ TbeSeasons,” and by Schumann in his little piano 
piece, “The Happy Farmer,” in similar form. The 
author says be could easily give 600 transformations of 
that melody. The air to which we sing “ We won’t go 
home nntil morning ” is a famons French national song 
of the lastcentnry, “Is Marlborough going to warV” 
a favorite air of Napoleon’s, and familiar to tba readers 
of “Trilby.” Tbe same melody has been heard by 
travelers in tbe East as an Arabian bridal «ong, and 
also appears slightly changed as a “ Russian Theme” in 
Beethoven’s quartet, Op. 59, No. 2. Apparently, each of 
tbe three countries, Arabia, Russia, and France, has-in 
dependently produced the rauie melody ; which ta tb* 
more icmarkable since Arabian maaic frequently em¬ 
ploys third tones, an Interval named in tbe Western 
world. It is interesting to learn that tbe bell motive in 
“ Parsifal,” c G A E, occurs in a collection of pieces for 
the viola da gamba, published in 1701, in Belgium, and 
probably unknown to Wagner ; but by far the moat 
striking parallel ia tbe following motive horn a sonatina 
by llensner, a lute player of tbe eeventoenlh centnry, 
which was first translated by Tappert from the medieval 
tablature of tb* late into modern notation : 
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,0d,bfllM,"vM!r« “^sj" Tappert, "tbt* lay quiet 
hi. nnp'iHl—hf I ....... J.£, 
and ancient query of " J pie- 
longing and cod'* tlsioosof beevev. open »*- 
“ Mr1** r Ihn Jrt hiring hi. snog* aa the pnene wet. 
fore him. of Sc *f M»0delaaobn finding the I beta e 
71ft. “ He».nd« ’’ overture intberoaband -«r»f.n« 
of hi* w walking op aed down in at Firural sOave; of Wj^er a.am^i^ ^ ^ ^ 
his grove striving petm 
and it seems »s ; iu*|f \a gifted PMnjmaet* 
verse of mnsic, through the* t. tbe 
in the! 
world. 
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THE EVIL OF FORCING DEVELOPMENT. 
BY P. B HAWKINS. 
Ik a teacher sincerely loves the musical art and values 
his reputation, he will not knowingly commit any error 
that will impede the progress of his pupils. It too 
often happens, however, that even the best instructors 
commit the grave mistake of forcing the development of 
their pupils. They do so unintentionally, of course, 
and entirely throngh ignorance. Such people lack 
judgment, discretion, and a certain kind of insight 
that is indispensable to all teachers. To successfully 
impart knowledge in any field ohe must possess special 
adaptability for it, and he must also know how to use 
discrimination, which latter means that he should be so 
thoroughly familiar with the temperaments, peculiari¬ 
ties, and inclinations of his pupils that he knows exactly 
how to bring out their talents to the best advantage. 
The true development of the musical faculty consists 
in encouraging its growth from within, and not in foic- 
ing it to make great leaps and jumps, and crowding it 
so that it becomes abnormal. I’upils who have been in¬ 
structed in this manner are unreliable and spasmodic, 
and have no groundwork upon which to erect anything 
of permanent value. The musical art can not be forced 
with any greater safety than the literary art or painting. 
Musicians, authors, and painters must grow gradually, 
and every method devised to hurry them unduly only 
results in disastrous failure. 
Many pupils have been irretrievably ruined by un¬ 
thinking teachers, who wished to “ bring them out ” at 
a specified time, so that they might show the public 
what they could do. Of course, the pnpils were as 
anxious as the teachers to make their debut, for they 
imagined that after that moinentons event everything 
would go along without a hitch or hindrance. Deluded 
pnpils! Misguided teachers! 
The forcing of development is an evil that should be 
looked into seriously. We see evidence of this necessity 
throughout the United States. Would-be pianists can 
be counted by the thousands who have been turned 
loose by thoughtless instructors in all directions. One 
would think, from appearances, that there had been a 
contest among the so-called teachers to see who could 
send out the greatest number of half-developed perform¬ 
ers. Was there ever an instrument so much abused as 
the piano? I trow not. 
The forcing of musical students is also detrimental to 
the teachers, for it gives them a wrong idea of their 
calling and a gross misconception of the objects of the 
musical art. The evil is, therefore, twofold in its 
injurious effects. 
Many teachers are under the impression that they 
must not allow their pupils any time to rest, lest they 
lose interest in their studies, and so they crowd upon 
them work that is wholly unnecessary, making their 
labors arduous and potting them in a stale of ner¬ 
vousness that prevents their understanding the sub¬ 
ject clearly. The question with teachers seems to be 
“How many pupils can we send out ?” and not “How 
many real music students can we start aright? ” 
It is foolish to expect that pupils can take a genuine 
interest in music if they are not taught to think that its 
purpose is beyond anything that can be measured by 
personal glory or material gain and ambition. No mat¬ 
ter how gifted one may lie with musical talent, he must 
grow slowly to attain perfection. The full-blossomed 
rose is not possible until after the formation of the bud, 
and he who interferes with nature's handiwork to the ex¬ 
tent of pulling the bud’s petals apart, thinking theieby 
to hasten the opening of the blossom, simply deprives it 
of the power of becoming a perfect flower. It seems to 
me teachers ought to learn a valuable lesson from 
nature in the way of patience, practical economy, and 
artistic appreciation. 
Life is short with even the oldest, and I wonld not 
for a moment have my overarabitious teachers imagine 
that I wonld approve of their pupils underestimating 
the value of time by wasting it unnecessarily. But time 
that is not utilized to practical advantage is worse than 
wasted, so that everything depends upon how the days 
and the weeks and the months are passed. Nor wonld 
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I have any one think ib»t 1 would discourage ambi¬ 
tions propensities in young musical students. There 
should be a line of demarcation, however, drawn 
between that which constitutes personal gratification 
and artistic endeavor, so that pnpils may be able to 
realize that it is better and worthier to feel that the 
development of the musical art is the first consideration 
and that its influence for the public good far transcends 
everything that two or more individuals may be able to 
gain from it for self-gratification. In other words, 
teachers should impress upon their pupils the desira¬ 
bility of becoming artistic musicians simply for the love 
of the art, and not because through it they can shine 
and receive adulation. As soon as one arrives at that 
state where he enjoys flattery his egotism soon gets the 
better of him, and he loses interest in earnest study. 
The forcing of musical development is much more 
prevalent in the United States than in any other country, 
owiug to the fact, probably, that there is unusual 
activity in all departments of work, and music teachers 
and musicians want to keep pace with what is called 
“ modern advancement and progress,”—a very mislead¬ 
ing term, by the way. 
I believe most thoroughly in the higher education, 
but I disapprove of trying to run before we know how 
to walk. It is a fact, I am sorry to confess, that many 
music teachers are attempting to instruct girls and 
boys and young ladies and gentlemen to sing and play 
who have not yet learned the value of scales. Particu¬ 
larly is this true with many piano teachers. What will 
be the consequence, in years to come, if this state of 
things is allowed to continue? Is this not forcing the 
development of the musical talent ? And should it not 
be condemned ? 
I think that teachers who are guilty of the forcing 
habit can be divided into three classes, namely : 
First, those who teach children from ten to sixteen 
and allow them to take “pieces,’’ instead of encour¬ 
aging them to stick to their scales and proper exercises. 
Of course, the pupils wantto make as much “progress ” 
as possible, so the teacher permits them to “skip” this 
and that lesson without protest. 
Second, the teachers who come under this head have 
charge of pupils from about sixteen to nineteen or 
twenty, all of whom can play passably well, perhaps, 
but who have no well-defined idea of what it means to 
be a musician. Of course, they are of such an age that 
it would be rather difficult to tell them much about the 
value of practicing in the right way, especially if their 
early musical education was obtained with teachers 
enumerated in the paragraph above this. They detest 
“dry techuic,” as they call it, and their kind teachers 
force their development most unnaturally by letting 
them have their own way. 
Third, teachers of this class are very ambitious, and 
possessed of extraordinary powers of imparting musical 
instruction to children or adults of any age. Their 
great claim is that “any one can become a musician” if 
he follows their “method,” which, in reality, is no 
method at all, for the laws laid down are entirely at 
variance with the true science of teaching. They 
“guarantee” to teach any one in from three to nine 
months to play the piano, and perhaps other instruments 
also. Is not this auother instance of forcing develop¬ 
ment? r 
I thiuk the majority of my readers will agree that I 
am not making reckless exaggerations, for if they will 
think the matter over carefully, and investigate for 
themselves, they will see that I have not painted the 
picture too darkly. 
pinched leatures, pale faces, and nervous tempera 
of onr school children, who, when they take n 
stndy of music, are entirely unfitted to do so. To 
up lor lost time ’’ the music teacher is permittee 
what he thinks is best, and he usually decides thi 
not really necessary for this one or that one to folk 
regular course of musical instruction, he or she 
“specially ” gifted, and thus another alleged mush 
thrown upon the world. 
To think thnt music, which is acknowledged thi 
of all the arts,” should be subjected to such treat 
It is inconceivable how any teacher who has an; 
respect and love for the musical art can allow himself 
to become a party in forcing the development of this 
sacred gift in either young or old. 
ON STUDYING SONATAS. 
BY K. R. KROKGKR. 
The trend of modern pianoforte composition in the 
direction of short pieces is responsible for the decreasing 
interest of players in sonatas. 
In the latter part of the eighteenth century and the 
first part of the present, the greater number of composers 
wrote many sonatas and comparatively few small pieces. 
With Beethoven the sonata reached its climax. Men¬ 
delssohn, Schumann, Chopin, and Brahms wrote but few 
solo pianoforte sonatas, and directed their energies in 
the line of pianoforte composition to the production of 
smaller forms. In these they have developed a com- 
pactnessof form, a terseness of expression, and an expres¬ 
sion of feeling which is to be wondered at. Almost all 
modern composers have trodden in their footsteps, and to¬ 
day the publishing houses produce small pieces by the 
thousands, while sonatas are rarely composed or pub¬ 
lished. Most of these small pieces have their day and 
then disappear to make way for others. “ Novelties ” 
are in demand, and they soon become “back numbers" 
and retire in favor of other “novelties.” 
The short piece has many advantages, not the least of 
which is that an incompetent player is but a few min¬ 
utes before the public, whereas with the sonata from 
fifteen minutes to a half hour are required for its per¬ 
formance. But if the student is to progress furtherthan 
the expression of one or two kinds of emotion, or to re¬ 
veal a certain technical ability in the manipulation of 
a specific figure, it is necessary to take up a work of 
broader dimensions than three or four pages. The 
brevity of a short piece prohibits a vaiiety of moods or 
colorings on the part of a composer. 
Of all kinds of abstract musical composition, the 
sonata permits more variety of expression and effect than 
any other. In the first movement there is the contrast 
between the first and second subjects, the independence 
and polphony so often met with in the “ working-out 
section,” and the development of climax which is apt to 
occur in the “coda.” The dignity and breadth of style 
of the slow movement affords an opportunity of still 
more variety. In the brisk scherzo, with its contrast¬ 
ing trio, there are new features, and the last movement, 
while developed somewhat like the first, is different in 
musical content. A work like this will contain oppor¬ 
tunities for massive chord playing, for figuration, for 
canlabile, for effects of light and shade, for polyphonic 
playing, for rhythmic contrasts, for variety in phras¬ 
ing, and for other features which it is impossible for a 
work written in a smaller form to possess. Besides, 
there is in the study of a fine sonata a development of 
musicianship which can not be secured in any other liae 
of solo work. It is really educational in this respect. 
The modern “sonata” was unknown to Bach and 
Handel, and it is much to be regretted, for with the 
massive genius of these two great men we might have 
had some fine works in this form, even though written 
for the meager instruments of their day. Bach’s 1 sons 
tas” are really “suites,” which were the progenitors 
of the modern sonata. Emanuel Bach’s sonatas are 
the beginning of the modern type, and contain much of 
interest. But it is with Haydn that the sonata proper 
begins. Some of his sonatas seem rather childish 
to onr ears, accustomed to the harmonies of IVaguer 
and Dvorak. But there are others which possess much 
beauty and variety. There is the one in E-flat, with a 
certain amount of breadth in it which reminds oneo 
the future Beethoven. There is the beautiful sonata in 
D, with its tender, slow movement so simple and yet 
so full of pathos. There are those in C-minor an^ 
B-minor, which foreshadow sonatas in minor keys . 
moderns. 
With Mozart the canlabile is a great feature, and hi 
sonatas are fall of it. The great fantasia and soData w 
C-minor is a necessary work in the course of all student- 
of the pianoforte. The sonatas in A minor and F-Di»Jor 
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t eqnally valuable, dementi’s sonatas are 
aK ilent study, as are also those of Hummel. But in 
*h°thirty-tw° of Beethoven there is a never-failing gold 
lbf for (he artist as well as the amateur. Of course, 
T" pathetic ” and the “Moonlight” sonatas must 
tbe. be included in the repertory of every conserva- 
"e v student who is in the fifth grade. But some of the 
thers are quite as beautiful and should not be diserim- 
°ated against. Indeed, the teacher who loves his 
li-ethoven finds no little difficulty in selecting from the 
natas those he wishes to instruct, as every one has its 
attractive features. In these monumental works every 
variety of mood is pictured. The mighty intellect of 
the composer is visible in the manipulation of his mate¬ 
rial from Op. 2 to Op. 111. To the pianist the rich 
chords, the brilliant figures, the dynamic effects, the 
variety of rhythms, will always be of the greatest inter¬ 
est and delight. 
Schubert's sonatas, though not so well known as his 
shorter pieces, are replete with exquisite melodies and 
kaleidoscopic modulations. Weber’s four sonatas are 
superb, that in A-flat particularly being extraordinarily 
fiue. Schumann’s three sonatas are among his best 
works. The writer considers his F-sharp minor sonata 
one of the greatest compositions in pianoforte literature. 
Mendelssohn’s early sonata in E does not rank with bis 
other works in the sonata form, written for concerted 
iostmments and for orchestra at a later period. Chopin’s 
B4at minor sonata, as Schumann said, is more of a 
suite than a sonata, but each movement is truly great. 
The well-known “ Funeral March ” is from this work. 
The B-minor souata follows more accurately the usual 
form, and is a favorite number with virtuosi. Brahms’ 
pianoforte sonatas are among his early works, but they 
are worthy of the prediction which Schumann made ot 
his genius at the time, which was amply fulfilled. 
Liszt’s great B minor sonata is one of the most re¬ 
markable works in existence. So far as form is con¬ 
cerned, he does not follow closely the customary lines, 
Imt his wonderful treatment of two or three “ leading 
motives” gives it a great homogeneity. Technically 
it is of great difficulty. Grieg’s E-minor sonata is one 
which every pianist should know. Although weak and 
fragmentary in construction, the individual melodies 
are very beautiful and very original. 
There are other works by moderns in the sonata form 
which are well worthy of attention and study. When 
there are such superb works in existence by the greatest 
composers, which afford them an opportunity of dis¬ 
playing their genius at its best, as well as their musi¬ 
cianship, it seems too bad that the smaller forms should 
have “crowded them to the wall.” Even though soDatas 
he not olten played in public, they should yet be dili¬ 
gently studied by every student who desires to accom¬ 
plish something above mere dilettantism. Certain 
movements may be selected for performance, in case it 
is not desirable to render an entire work. By a 
careful and systematic schooling in sonata playing, the 
taste will be improved, the technical skill will progress, 
and the musicianship will broaden. Then if smaller 
terms are taken np, they will be fully enjoyed in con- 
•rast, but if they alone are studied, work on larger forms 
"ill seem irksome. The true artist should be able to 
interpret, equally well, large and short forms, so that in 
gi'inga recital he may sustain the interest of his audi¬ 
ence by contrasts in the styles of the various numbers on 
his programs. 
UNMUSICAL PEOPLE. 
BY DANIEL, HATCH El. LOR. 
SERE are plenty of them in the world. It has often 
^ een stated that abont ten per cent, of the children in 
6 nnhools are unmusical, or monotones. Most of these 
hoys, so that the proportion of unmusical boys is 
“nsiderably more than one-tenth. But this is not the 
ret-showing, for we find among the male population a 
^owing indifference to music, so that in society the 
ei> who make any attempt at siDging or playing are 
e exception rather than the rule. 
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lo tbove of us who believe in the educational value 
of music this is a serious matter. Looked at from the 
professional point of view, it greatly limits tbe number 
of music pupils. Then every conductor knows how 
difficult it is to secure sufficient tenors and basses for 
our choruses. Compare this with Europe, where every 
little town and village has its musical organization, well 
supported by both nen and women. Another indica¬ 
tion of onr musical apathy is the absence of really 
popular concerts. It is true that we have a veneering of 
musical taste. Works of art and great artists do get a 
hearing in our large centers, partly from real musical 
appreciation and partly because it is the correct thing 
to be seen at these recitals ; hnt they do not tonch Ibe 
life of the masses. Where are the low-priced, popular 
concerts ot good music like those which the working 
people of Europe go in crowds to hear? They do not 
exist, because as yet there is no demand for them. 
This question also has its commercial aspect. More 
music lovers would result in a larger measure of trade. 
Heie we are, brought back again to the question of 
teaching, for a wide-spread love of musical ait cau only 
come from broader and more thorough musical educa¬ 
tion. During tbe early days of the tonic sol-fa move¬ 
ment in England, one of the leading music publisher 
estimated that within a few years tbe music sales of the 
countiy had increased sixfold. 
But, leaving these professional considerations, let us 
take an altruistic view of the matter, and think of tbe 
musical faculty as it relates to human welfare. People 
of musical sensibility can not help feeling that those of 
r fellows who are deprived of that sense are to l>e 
ed as defectives. Suppose that an epidemic of blind- 
i or deafness aflected an equal number of people to 
;e who now lack the musical sense: would there not 
i general consternation, and anxions itquiry into the 
se and remedy of such a condition? And yet thoir 
> feel the power of music wonld regard its loss as a 
iter calamity than to be deprived of any one of the 
•sical senses. 
o many people accept the unmusical condition with 
rim philosophy .because they do not understand the 
ure of music and the relation which it Wars to 
nan character. They think of it simply as a pleae- 
ble sensation to the ears of those who like it ; as one 
ate may be tickled by a dish which has no atirac 
j for another person. Tastes differ ; and that is all 
re is to it. It wonld appear a more serious matter 
them if we could convince them that music is a 
gnage—a means of self-expression. Everybody can fize the relation of words to intellectual activity 
d music is just as closely related to emotional 
Slows then, that music should be as general as 
lt follows, in , iwth to|enfCtM, and etu- 
6Ci ’ 8'tnre« We need words for thought and music 
feeling. Neither cornea as a ready 
nlt.es of ■*«*»“* * m09t be drawn forth into 
lde aCC°mPThe Child who is born deaf remain, mute. 
press.on. The e ^ ^ not feel theneces 
cause he hea^eierrise his own latent faculty of lan 
if1! the child who is brought up in an unmnsica. 
nosphere remains ^ ^ ^ 
Some children are ^ tbeir guardians 
;ention is given ’ wmmand of word Ian- 
;ognize the .mpor ™ niM tbe importance 
age. They do not so dea^ ^ ^ ^ 
^X/are feeble I* uomnolral peopl. 
the race, they meet iBt0 competition with 
e discouraged whe iinpulaw are strong^ or 
hers in whom the ■ d, tbo*. faculties in 
ether developed; and,. wj|| the vital 
lemselves which are m are feeble. Probably 
icrgies away from those ^ ^ nation. are nnmn 
There is a universal law that onr (acuities grow with 
exercise and dwindle when neglected. l'»e it or lose it 
is nature's alternative. Hut we can not afford to lose 
these finer mnsical sensibilities. They are to our nature 
what the song is to the bird, or what the blossom is to 
the plant. There is enough in our national life to call 
ont the coarser elements of character; wbat we need it 
a refining counterpoise, sorb as a real love of music 
would give. To the thoughtful person there it some¬ 
thing ominous in tbe growing indifference to refined 
music among our men and hoys. We have high author¬ 
ity for distrusting tbe man who has no tnnaie in fait 
soul. 
But there is no need to take a despairing view of the 
matter. Although much harm baa been done, all it not 
yet lost. Every new child who comet to ut brings in 
his soul the harmonies of heaven. Let us atone for 
past neglect by loving service in drawing out these har¬ 
monies into life expression. We must begin early. 
This is above all a mother’s question. 8be must be tbe 
child’s first teacher. Let ber surround the tmfay life 
with musicil influences ; let her sweet lulloWos be the 
earliest music lessons, and tbe time will surely come — 
it may not be very far distant —when throughout the 
length and breadth of our laud there will be no more 
unmus'cal people. 
THE ART OF INTERESTING PUPILS. 
BY K. a. HKKItne 
Nr a music pupil of younger or older growth one 
rntial thing is interest, and one thing teecbers strive 
ia the ability to interest as well as to advance tbrlr 
ilia. 
;0 a child who knows noth lag of music the new field 
uing before him is fresh and interesting . tt is a new 
rid, and one which may bold endless delight ot end- 
i torture for him. Be careful not to tell him too 
eh at first; keep something for next time, something 
yet another time, and let him be eegri for wbat la 
come. Take one page, and have him tell you all he 
)W« of the hitherto mysterious signs end symt«ot», 
S’exl week give tbe child some music-paper, and 1.1 
n make those same interesting signs upon the new, 
an page ; make bis own muelc, w.tb cbf«, not*, and 
„aie* How anxiously be watch* to ►«* bow it is 
ne and eagerly takes tbe pencil from jou» <* 
ike for himself the white-headed not.*, Ibe Mack- 
■ded on*, the old men notes w.tb tbeir cotclos to 
t in a rest when they grow weary ! I'™« 
agination to make these things live and grow nndet 
a CbiM" <*1C. 
I ater on, put the scales on paper; then take them out 
, walk on the keytursnl, slowly sod crefeUy. as a 
ild takes hi. fid step* •>"*• W,U * cJ“0’ ** 
ar wc w.lk up the octave, taking care to p*« eae key 
:z.•'”**■* •» 
e other is down, so no two keys may be down el the 
me time First lilt one finger end tl.n the not. and 
- zsziz £5 j; 
Mb. ne*! sole, note petet. * JJ4 £ 
ild feels, “ Why, they are n’t so b.vd and «fp«d. 
v * 
m2 one With a pretty name i. mneh more attreetev, 
one without, and lend. Ma t«»ty " 
_ nw , lawk with no names, as I^eechborn (Op 4), 
s nrewrnt writer wonld suggest that yo. name tbe 
P lmretber Plav them throngh, end together e 
X .MM 
*ic ought to move the beert with sweet ****«. 
a nianist will never accowplwb by 
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SOPHIE MENTER AND CE'CILE CHAMINADE. 
BY EDWARD BAXTER PERRY. 
It was the writer’s good fortune not long since to hear, 
in almost immediate succession, these two leading 
women in the pianistic world, representatives of two 
widely different and rival races, and of two correspond¬ 
ingly diverse schools of musical expression. They are, 
unquestionably, the two greatest women musicians of 
the present generation, the one leading her sex in ex¬ 
ecutive, the other in creative, work. They are, also, the 
only two of rank and renown who have never visited 
America. Hence the comparison and contrast between 
them is, I think, worth the reader’s attention. 
There is to day no lady pianist in Europe, and few 
men in the profession, who can command the same uni¬ 
versal respect and attention as are accorded to Frau 
Sophie Menter, and with the best reason. 
Of an eminent Bavarian family, she is by birth, as well 
as education, a German ; although, as she has for some 
years filled Rubinstein's vacant place at the St. Peters¬ 
burg Conservatory, and as more than twenty years ago 
she was made court pianist to the Emperor of Austria, 
she is frequently spoken of both as a Russian and an 
Austrian pianist. She exemplifies to the full the broad, 
thorough, intelligently objective German school of musi¬ 
Sopiiie MESTER. 
cal art, while possessing enough of the inherent artistic 
instinct and fine feminine sensibility to give warmth and 
color to all her work and to free it from the cold and 
stiff pedantry too often found in the readings of dis¬ 
tinctively German pianists. 
We heard her in the Liederhalle, in Stuttgart, in a 
regular recital program, embracing a great variety of 
standard works of almost every style and a few unique 
modern novelties. It opened with a colossal Bach- 
Tausig prelude and fugue, given with a breadth and 
majesty, a physical power and technical accuracy, which 
even the mighty D’Albert might have striven in vain to 
surpass. 
Uninteresting as was this,—and, for that matter, as are 
all Bach fugues for piano to most listeners,—it was im¬ 
possible to refuse her a tribute of profound admiration 
for her complete command of technical resources and 
the apparent ease with which she subjugated the tre¬ 
mendous difficulties presented. We all reverence the 
power to do, even when the thing done does not appeal 
to ns, and when most wishing that the power might be 
applied to some more satisfactory and thankful end. 
Right here, at the risk of being burned as a heretic, let ’ 
me ask an honest question, to be answered candidly by 
each reader, in the safe privacy of his own inner con¬ 
sciousness, if he has not the courage to stand openly to 
his convictions in the frowning face of conservatism and 
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tradition. Does any one to-day really care to listen to 
these Bach fugues from purely musical reasons ; these 
monstrous tone acrostics ; these gigantic thematic puz¬ 
zles ; these huge, mathematically exact monuments of 
human ingenuity and manipulative skill, which express 
nothing but pride in the mastery of material, and con¬ 
tain nothing but cold, though perfect architectural 
symmetry? 
Let ns be frank with ourselves. Do I not voice the 
wish of most musicians, and of practically all concert- 
goers, in fearlessly stating the desire that piano fugues, 
by Bach or whomsoever else, whether in their native 
barrenness or their various arrangements and disarrange¬ 
ments, may be henceforth dropped from the concert pro¬ 
gram as out-of-date antiquities, valnable and interesting 
for study in private, as an obsolete phase of the develop¬ 
ment of art, like the sphinx or pyramid, but useless as 
a means of expression for the intense life of our own 
day. Their place is the class-room, not the concert- 
room. I grant they are difficult to play, and that they 
were doubtless still more difficult to make ; perhaps most 
difficult of all to sit and listen to ; but I venture to 
declare, paraphrasing Macanley, that if their difficulty 
be not considered a merit, they have none other. 
But to return to Frau Menter. The remainder of her 
program comprised works, most of them familiar, by 
Schumann, Chopin, Mendelssohn, and Liszt, with a few 
new things by Moszkowski, and a startling, most fan¬ 
tastic, and ultra-modern composition of her 
own, entitled “Souvenirof Vienna.” 
All the numbers were rendered with clear 
intelligence, fine emotional insight, and a 
facile, well nigh infallible technic, with genial 
warmth and evident, whole-hearted interest, 
but little of what might be called individual 
intensity, and no overwhelming passion ; in 
a word, with the perfection of fully developed 
and sincerely earnest objective art, which, 
after all, may be the best art for all purposes 
and everyday use. 
Her tone is full, warm, and plastic, but not 
remarkable for thrilling sensuous beauty. It 
suggests the handclasp of a large, noble, clear¬ 
headed, and kind-hearted matron, of goodly 
impulses hut moderate enthusiasm, and just a 
touch of benevolent superiority. 
The number by Liszt read simply “Rhap¬ 
sodies” on the program, and we had a vague 
wonder as to whether we were to hear all 
fifteen in their entirety. When it was begun, 
however, we recognized and lost again the 
familiar strains, now of one, now of another, 
as if chasing a masquerader with half a dozen 
tricky disguises. All the most brilliant, tell¬ 
ing, and popular portions of the second, sixth, 
and twelfth, with briefer fragments from a 
number of others, were dazzingly mingled and inter¬ 
woven, with incredible speed and craft, until, at the close, 
we were left dazed, confused, breathless, and, I may 
add, nearly deafened, by this, undoubtedly the most 
brilliant and astounding concert number ever rendered 
upon any program. 
Her own closing number, not very profound, but full 
of spirited rhythms, sparkling cadenzas, flashes of 
astounding virtuosity, bordering close upon the humor¬ 
ous, reveling in glissando runs in double thirds and 
octaves, the whole bristling with stupendous difficulties, 
was tossed off with careless ease, like a handful of 
bright-colored sugarplums thrown to a crowd of chil¬ 
dren. 
In personal appearance Frau Menter was rather im¬ 
pressive. Her many sojourns in Russia seem to have 
imbued her with the real Slavonic taste in the matter 
of dress and decoration. Although fully fifty years of 
age, she was attired, except for her jewels, like a girl of 
sixteen. She wore a gown of light blue (most youthful 
of colors), with her dark hair loose and flowing over her 
shoulders, the ends rolled into heavy curls. I never 
knew a lady to appear in the concert-room wearing so 
many jewels. They included a complete tiara of gold 
and diamonds ; two necklaces, one of five or six ropes of 
pearls and the other a kaleidoscopic display of gems of 
every kind and color, a foot deep ; while'pins, brooches, 
butterflies, and brilliants were thrust into every port' 
of her attire. 00 
Her audience was, for Germany, wildly enthusiastic, 
and we left the hall with a sense of smiling exhilaration’ 
and feeling that we had listened to the greatest artist 
among lady pianists. 
A few weeks later, in Berlin, we were privileged to 
listen to the French pianist and composer, Cccile Cham 
inale, in a program of thirty-five selections, made np 
exclusively of her own compositions: a trio for violin 
’cello, and piano ; eight compositions for four hands; some 
fifteen songs; rendered by two French singers, contralto 
and tenor; the remainder solo pieces for the piano, many 
of which are familiar to cur public. 
Chaminade was at the instrument in every number 
either as soloist or accompanist, playing everything 
without notes—in itself a feat of memory rarely wit¬ 
nessed, as the program lasted nearly three hours. 
Considered from the standpoint of modern virtuosity, 
Chaminade can not be considered in the strict sense a 
great pianist. She lacks the strength and brilliancy, 
the speed, and especially the octave technic, which, 
rightly or wrongly, have come to be regarded as the 
essential attributes of these latter-day giants of the 
piano. 
Regarded artistically, she is decidedly worthy of high 
consideration, though she as decidedly has her limita¬ 
tions, as who has not? She is neither very broad, very 
profound, nor very versatile ; but along her special line, 
both as player and composer, she is unique and inimit¬ 
able. 
Her tone is small, fine, and pure, but witching rather 
than warm, suggesting a little that of Liszt in certain 
phases, though, of course, in miniature. At times it spar¬ 
kles like a shower of hailstones with the sun shining 
through them. Again it is delicate, fairy-like, ineffa¬ 
bly dainty, but never noble or passionate, with little 
genuine lyric quality, resembling in this respecttliat of 
all French pianists I have yet heard. 
Her finger technic is fluent, crisp, and remarkably 
clean. The chief characteristic of her style seems to be 
archness, a certain graceful sprightly flavor, like the 
tone of conversational badinage in vogue in the beet 
French society, so aptly designated by them as “spiritu- 
elle.” There is an evident inclination to play with her 
subject and her listeners, not in a would be humorous 
vein, but airily, fancifully, with just a hint of coquetry. 
In this, her own peculiar field, she is fascinating. She 
has moments, too, of dreamy tenderness and pensive 
languor, which are wondrously attractive, but she rarely, 
if ever, touches the depths of profound emotion. 
Chaminade’s abilities as a composer far exceed her 
powers as a performer, whether by natural endowment 
or from more complete development it is hard to say. 
Her piano-works are all of the same piquant, graceful 
type, novel and capricious in their effects, neither very 
deep nor very strong, but fanciful, striking, and often 
exquisite creations, with marked individuality, forming 
almost a school by themselves, and well worth playing, 
most of them, by artist as well as amateur. 
Singularly enough, however, it is in her songs that 
Chaminade reaches her highest level. These are a 
melodious and, in the best sense of the term, effective, 
but should never be sung except in French. Here we 
find genuine emotion and plenty of it, covering a con 
siderably varied range of moods, pleading tenderness, 
stirring passion, fiery energy, and even bold heroism* 
ably and forcibly expressed. Like most modern I'reD^ 
songs they are preeminently singable, capable of n ’ 
adequate rendition, affording the singer a gratelnl an ^ 
sympathetic task, and a chance to utilize the best 
is in his voice and in his heart, and giving the :in‘i'eD^ 
an intelligible, well-balanced, and fully develop 
pression of some definite and concrete artistic i 
They are sensuously beautiful, if you will, but genll'n^ 
musical, with melodies that not only can be sung, ^ 
that almost sing themselves, and thrill the listener 
qualities too often conspicuous by their absence in so 
of the modern German school and its imitators, w 1 
though noticeably, perhaps too laboriously, orlb’ | 
admirably made, and full of points and suggestions ^ 
the student, are too sketchy, too incomplete, too v»81^ 
and elusive in their effects, as well as too unnatnra , 
I 
„T impossible, in their intervals and the involved 
^ , vitv of their accompaniments, ever to be satis- 
Sy rendered or fully grasped by an audience. 
Saminade’s songs belong to the best class of French 
“ impositions of the present day, and possess a cer- 
rharm and finesse in addition which is all her own, 
d which in large measure accounts for their popularity 
loth in and out of France. 
Her trio, too, though lacking the gravity supposed to 
ho essential to the highest form of chamber music, m 
life of the fact that neither Haydn, Schubert, nor Men¬ 
delssohn by any means always adhered to this lofty 
nlane was strikingly beautiful and contained many rich 
Ld strictly novel effects, full of dash and spirit, remark¬ 
able especially for its peculiar rhythms. If a work of 
equal merit could be exhumed as a lost manuscript, 
tearing the name of one of the old masters, the musical 
world would go mad with pride over it. But as this was 
only written by a woman of modern days, and a French 
woman at that, the German critics were inappreciative 
and rather vigorous in their censure. 
Indeed, the entire Berlin press was harsh and, it 
seemed to me, decidely unjust in reviewing this concert 
of Chaminade’s, which would have been a credit to man 
or woman of any age or school. I am sorry that some of 
their severe comments even got into print in this coun¬ 
try. And I question if one of their own demi-gods, if 
Schubert, Mozart, or even Beethoven, if called upon to 
furnish a program of thirty-five numbers, all from his 
own pen, and to perform himself all the instrumental 
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would have been a weak one, to say the least of it; but, 
on the other hand, had Frau Menter been obliged to 
make up her program entirely from her own composi¬ 
tions, the evening would have been uninteresting musi¬ 
cally and the audience very weary. Let us give honor, 
then, where honor is due, equally to the greatest of 
female composers and the greatest of female virtuosi. 
A PITCH BATTLE. 
BY HELENA MAGDIRE. 
CficiLE Chaminade. 
olos, to play one part in all the concerted pieces and 
he accompaniments to all the songs, could have pre- 
ented his contemporaries with an evening which would 
lave compared favorably with that of Chaminade. 
The criticism, when carefully analyzed, resolved itself 
nostly into : First, the genuine German conviction that 
i woman can do nothing ably, when competing in a line 
ntherto monopolized by men ; second, the race prej 
idice against everything French in general, and French 
nusic and musicians in particular ; and, third, a little 
irritation that the performer had the effrontery to re 
main single until well on toward middle life, and to 
possess little, if any, physical beauty. 
Indeed, even Chaminade’s admirers could not lie p 
being rather disappointed in her personal appearance. 
Except for a fine figure and a fine pair of dark eyes, s le 
can boast no physical charms, while her face is unfortn 
“ately not in her favor, when seen in profile as she sits 
at the piano. An extremely retreating chin, that mig ' 
he called no chin at all, gives it an expression of weak- 
ness bordering upon imbecility, which very much 
lies her mental and artistic powers. She was dresse 
>n a wonderful Parisian toilet, a strange combination o 
blue and heliotrope, which ought to have been hi eo 
and was charming, and wore not a single gem- 
elegant simplicity was a great contrast to the muc 
dizened attire of Sophie Menter. 
If Milo _j. 
It was rather a triangular affair ; there was one side 
which held that absolute pitch was quite a common 
affair, that any number of the conservatory girls had it, 
and that the local petted kindergarten system taught 
it to the younglings “in no time.” There was another 
side holding that there was no such thing as absolute 
pitch ; that even if there were, it was not a thing which 
it would be possible to teach ; that the ability to carry 
about the pitch of a certain piano was not proving abso¬ 
lute pitch to a certainty, as, despite the adoption of the 
international pitch, scarcely two manufacturers used 
precisely the same pitch. 
A third faction there was which completed the trian¬ 
gle. This last had a conviction that neither of the other 
sides were right; that each held a little truth, all balled 
about with fnstian ; but as it had nothing better to offer 
than either, side number three was, for the most part, a 
silent factor in the war which went on, simply dodging 
the arguments which were tossed from side to side until 
they lost shape and coherency and were thrown aside, 
limp and collapsed. 
Strange tales were told and stranger defenses put up. 
One, in the heat of argument, was made to declare that 
ideas could really be weighed. One told of a Inend 
who when in the country, could toll upon which tone 
the cow lowed, in what key Sir Chanticleer sang his 
merry note, and the number of vibrations to a grasshop¬ 
per’s chirp. Another told of a friend who, at the sym- 
phonv, could always tell yon in what key the orchestra 
was playing. Then an opposite would break in with 
» Yes, I have known people like that. I sat beside one 
who was supposed to have positivepitch. She would 
mnrmer, ‘Ah! listen to that grand A-flat. >r , 
what a beautiful E ! ’ But when I got home it would 
not be E or A-flat, according to my score 
Another related the following tale: George Osgo -d 
was verv prond of his absolnte pitch, and very fond of 
giving L choruses the pitch without ass.stance from 
tie instruments. One night Carlyle «. 
• (Wood gave the pitch, and then baile 
Petemilea proceed ; bnt the pianist bad scarcely started 
when he was interrupted with ‘ Stop! that s wrong! 
WD . . (/1 remark that that was not wroDg, Petersilea venture! to rmnart t ^ ^ 
but was admonished lt-8 wrong! ’ thon 
* Tfhe SST The accompanist, however, ^ 
“i 7ou°J, ;r::« <>■• w* * rT,°. 
was his absolnte p absolute which is dependent 
:;rrr" zs-— 
»" sx tnssfs positive, and ‘be skep ^ ^ 
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One evening some one had been reading from an ana¬ 
lytical program prepared by Mr. W. F. Aptborp. One 
made a remark os to the clear and concise way in which 
he said what he had to say. 
“I believe we have a pretty good opinion of Mr. 
Apthorp, have we not? ” queried one of the non com¬ 
mittals. 
There was a general consent, and aome one added, 
“ I’d rather have Apthorp’s opinion on a subject than 
the concerted opinion of the whole cult of mmdcal 
critics.” 
“ Then why not ask his opinion on absolute pitch? ” 
asked the quiet one with a smile. 
Well, they agreed to it, and also to take what Mr. 
Apthorp should say as the last word on the subject, and 
the finalt to all the discordant warring. 
I fear the one who wrote the letter permitted some of 
the amusement she felt in the whole proceeding to jeep 
through. At any rate, I know she said, like Kona 
Dartle, “I only ask for information " ; and she got it. 
There came in reply snch a fnll and clear little treatise 
that they wrote again to ask that the letter might le 
published for the enlightenment of all who might be 
hazy on the subject of pitch. A gracious permission 
was returned, and here is what Mr. Aptborp had to say 
of absolnte pitch. 
(You will see that the two phrases, “The loose use of 
language” and “relative pitch ” served to clarify mat 
tors for the pitch battleisto to a remarkable degree.) 
more 
f  a uw - . 
‘ ‘ ..lists kept quiet and grew wise. Every 
the non-commitahsts *ep q together “ pitch ” was 
time this group of musicals came R either 
walked out, a faction endued, while the 
end, and, betoW, * j^p a seat midway between the 
quletists stroggl ^ no chaoce for a sensible d^ 
lively jolting. whatever. Every one with a 
cossion of anything jkh bottanbol.l, 
possible ML » nh»™ ■ 
and the 'lQ'pt .. .abject prevailed Th« 
scarcity .< I«id /„plj rfth the 
magazines were w acro8g gome stray word upon 
a M_A rvlttV the PTO" 
Mu. ApTHOBP's LETTER.—‘“Absolute pitch may 
mean either of two things, as the loose use of Uug«a|* 
goes in common conversation. It may mean either a 
certain definite musical pitch, to be e*pr-sed in figures 
as a definite rate of vibration per second, or it may mean 
the power of recognizing such pitch by ear. 
“ In the first sense, there Is no ahmtnle, that is, in¬ 
variable, pitch recognized all over tbs musical world. 
The note C, for instance, does not always represent the 
same rate of vibration. It may be a little higher in Paris 
than in Munich ; a little lower in Ikaton than in 
London. There is no universally recognized aUndaid. 
but nearly every country ha. a standard of its own. In 
European countries that support great standing armies, 
this standard Is legalized and enforced by the govern 
ment for the sake of uniformity in pitch In all instm 
menta made for use in military bands. 
•• In the other sense, m ear for atmolute pluh does no* 
exist By this is meant the power of recognizing any 
note by ear, withont being fnrnisbed with any standard 
power is not very common, even among * 
I good many, especially violinurtm have it If «-«« «>" 
strikes C on lb. pianoforte, without^ 
board or knowing what note be was going to rtrik. 
without his having previously 
My note in tbo scale, and you re««t.izethenote.tru« 
as C, simply by ear, then you J," 
_, „,i if on the other hand, be strikes t sou w-i s 
ZSk .15 U» «.*« «>'«■ —• *“*»■. 
U„,re carrerfljT ‘ 
rs=3£2^5.--c. 
Jl"' S'’cT?jcd.l. h... lb. "S 
pitch lb V 
rr. c"s«; ysrsw*- «•. 
h„, tbc pa—. '■—r* 
ZSr— 
ment.’ 
ever arrives at immeasurably ec 
—' 'or the 
Itot'tow rJmus,clan «• ** *- 
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SOPHIE MENTER AND CECILE CHAMINADE. 
BY EDWARD BAXTER PERRY. 
It was the writer’s good fortune not long since to hear, 
in almost immediate succession, these two leading 
women in the pianistic world, representatives of two 
widely different and rival races, and of two correspond¬ 
ingly diverse schools of musical expression. They are, 
unquestionably, the two greatest women musicians of 
the present generation, the one leading her sex in ex¬ 
ecutive, the other in creative, work. They are, also, the 
only two of rank and renown who have never visited 
America. Hence the comparison and contrast between 
them is, I think, worth the reader’s attention. 
There is to day no lady pianist in Europe, and few 
men in the profession, who can command the same uni¬ 
versal respect and attention as are accorded to Frau 
Sophie Menter, and with the best reason. 
Of an eminent Bavarian family, she is by birth, as well 
as education, a German ; although, as she has for some 
years filled Rubinstein’s vacant place at the St. Peters¬ 
burg Conservatory, and as more than twenty years ago 
she was made court pianist to the Emperor of Austria, 
she is frequently spoken of both as a Russian and an 
Austrian pianist. She exemplifies to the full the broad, 
thorough, intelligently objective German school of musi- 
Sophie Mextek. 
cal art, while possessing enough of the inherent artistic 
instinct and fine feminine sensibility to give warmth and 
color to all her work and to free it from the cold and 
stiff pedantry too often found in the readings of dis¬ 
tinctively German pianists. 
We heard her in the Liederballe, in Stuttgart, in a 
regular recital program, embracing a great variety of 
standard works of almost every style and a few unique 
modern novelties. It opened with a colossal Bach- 
Tausig prelude and fugue, given with a breadth and 
majesty, a physical power and technical accuracy, which 
even the mighty D’Albert might have striven in vain to 
surpass. 
Uninteresting as was this,—and, for that matter, as are 
all Bach fugues for piano to most listeners,—it was im¬ 
possible to refuse her a tribute of profound admiration 
for her complete command of technical resources and 
the apparent ease with which she subjugated the tre¬ 
mendous difficulties presented. We all reverence the 
power to do, even when the thing done does not appeal 
to us, and when most wishing that the power might be 
applied to some more satisfactory and thankful end. 
Right here, at the risk of being burned as a heretic, let ' 
me ask an honest question, to be answered candidly by 
each reader, in the safe privacy of his own inner con¬ 
sciousness, if he has not the courage to stand openly to 
his convictions in the frowning face of conservatism and 
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tradition. Does any one to-day really care to listen to 
these Bach fugues from purely musical reasons ; these 
monstrous tone acrostics ; these gigantic thematic puz¬ 
zles ; these huge, mathematically exact monuments of 
human ingenuity and manipulative skill, which express 
nothing but pride in the mastery of material, and con¬ 
tain nothing but cold, though perfect architectural 
symmetry ? 
Let us be frank with ourselves. Do I not voice the 
wish of most musicians, and of practically all concert- 
goers, in fearlessly stating the desire that piano fugues, 
by Bach or whomsoever else, whether in their native 
barrenness or their various arrangements and disarrange¬ 
ments, may be henceforth dropped from the concert pro¬ 
gram as out-of-date antiquities, valuable and interesting 
for study in private, as an obsolete phase of the develop¬ 
ment of art, like the sphinx or pyramid, but useless as 
a means of expression for the intense life of our own 
day. Their place is the class-room, not the concert- 
room. I grant they are difficult to play, and that they 
were doubtless still more difficult to make ; perhaps most 
difficult of all to sit and listen to; but I venture to 
declare, paraphrasing Macauley, that if their difficulty 
be not considered a merit, they have none other. 
But to return to Frau Menter. The remainder of her 
program comprised works, most of them familiar, by 
Schumann, Chopin, Mendelssohn, and Liszt, with a few 
new things by Moszkowski, and a startling, most fan¬ 
tastic, and ultra-modern composition of her 
own, entitled 11 Souvenir of Vienna.” 
All the numbers were rendered with clear 
intelligence, fine emotional insight, and a 
facile, well nigh infallible technic, with genial 
warmth and evident, whole-hearted interest, 
but little of what might be called individual 
intensity, and no overwhelming passion ; in 
a word, with the perfection of fully developed 
and sincerely earnest objective art, which, 
after all, may be the best art for all purposes 
and everyday use. 
Her tone is full, warm, and plastic, but not 
remarkable for thrilling sensuous beauty. It 
suggests the handclasp of a large, noble, clear¬ 
headed, and kipd-hearted matron, of goodly 
impulses but moderate enthusiasm, and just a 
touch of benevolent superiority. 
The number by Liszt read simply “Rhap¬ 
sodies” on the program, and we had a vague 
wonder as to whether we were to hear all 
fifteen in their entirety. When it was begun, 
however, we recognized and lost again the 
familiar strains, now of one, now of another, 
as if chasing a masquerader with half a dozen 
tricky disguises. All the most brilliant, tell¬ 
ing, and popular portions of the second, sixth, 
and twelfth, with briefer fragments from a 
number of others, were dazzingly mingled and inter¬ 
woven, with incredible speed and craft, until, attheclose, 
we were left dazed, confused, breathless, and, I may 
add, nearly deafened, by this, undoubtedly the most 
brilliant and astounding concert number ever rendered 
upon any program. 
Her own closing number, not very profound, but full 
of spirited rhythms, sparkling cadenzas, flashes of 
astounding virtuosity, bordering close upon the humor¬ 
ous, reveling in glissando runs in double thirds and 
octaves, the whole bristling with stupendous difficulties 
was tossed off with careless ease, like a handful of 
bright-colored sugarplums thrown to a crowd of chil¬ 
dren. 
In personal appearance Frau Menter was rather im¬ 
pressive. Her many sojourns in Russia seem to have 
imbued her with the real Slavonic taste in the matter 
of dress and decoration. Although fully fifty years of 
age, she was attired, except for her jewels, like a girl of 
sixteen. She wore a gown of light blue (most youthful 
of colors), with her dark hair loose and flowing over her 
shoulders, the ends rolled into heavy curls. I never 
knew a lady to appear in the concert-room wearing so 
many jewels. They included a complete tiara of gold 
and diamonds ; two necklaces, one of five or six ropes of 
pearls and the other a kaleidoscopic display of gems of 
every kind and color, a foot deep ; while'pins, brooches 
butterflies, and brilliants were thrust into every portion 
of her attire. 
Her audience was, for Germany, wildly enthusiastic, 
and we left the hall with a sense of smiling exhilaration, 
and feeling that we had listened to the greatest artist 
among lady pianists. 
A few weeks later, in Berlin, we were privileged to 
listen to the French pianist and composer, Cficile Cham- 
inaie, in a; program of thirty-five selections, made np 
exclusively of her own compositions: a trio for violin, 
’cello, and piano ; eight compositions for four hands; some 
fifteen songs; rendered by two French singers, Contralto 
and tenor; the remainder solo pieces for the piano, many 
of which are familiar to tur public. 
Chaminade was at the instrument in every number, 
either as soloist or accompanist, playing everything 
without notes—in itself a feat of memory rarely wit¬ 
nessed, as the program lasted nearly three hours. 
Considered from the standpoint of modem virtuosity, 
Chaminade can not be considered in the strict sense a 
great pianist. She lacks the strength and brilliancy, 
the speed, and especially the octave technic, which, 
rightly or wrongly, have come to be regarded as the 
essential attributes of these latter-day giants of the 
piano. 
Regarded artistically, she is decidedly worthy of high 
consideration, though she as decidedly has her limita¬ 
tions, as who has not? She is neither very broad, very 
profound, nor very versatile ; but along her special line, 
both as player and composer, she is unique and inimit¬ 
able. 
Her tone is small, fine, and pure, but witching rather 
than warm, suggesting a little that of Liszt in certain 
phases, though, of course, in miniature. At times it spar¬ 
kles like a shower of hailstones with the sun shining 
through them. Again it is delicate, fairy-like, ineffa¬ 
bly dainty, but never noble or passionate, with little 
genuine lyric quality, resembling in this respect that of 
all French pianists I have yet heard. 
Her finger technic is fluent, crisp, and remaikably 
clean. The chief characteristic of her style seems to be 
archness, a certain graceful sprightly flavor, like the 
tone of conversational badinage in vogue in the best 
French society, so aptly designated by them as “spiritu- 
elle.” There is an evident inclination to play with her 
subject and her listeners, not in a would be humorous 
vein, but airily, fancifully, with just a hint of coquetry. 
In this, her own peculiar field, she is fascinating. She 
has moments, too, of dreamy tenderness and pensive 
languor, which are wondrously attractive, but she rarely, 
if ever, touches the depths of profound emotion. 
Chaminade’s abilities as a composer far exceed her 
powers as a performer, whether by natural endowment 
or from more complete development it is hard to say. 
Her piano-works are all of the same piquant, graceful 
type, novel and capricious in their effects, neither very 
deep nor very strong, but fanciful, striking, and often 
exquisite creations, with marked individuality, forming 
almost a school by themselves, and well worth playing, 
most of them, by artist as well as amateur. 
Singularly enough, however, it is in her songs that 
Chaminade reaches her highest level. These are all 
melodious and, in the best sense of the term, effective; 
but should never be sung except in French. Here we 
find genuine emotion and plenty of it, covering a con¬ 
siderably varied range of moods, pleading tenderness, 
stirring passion, fiery energy, and even bold heroism, 
ably and forcibly expressed. Like most modern French 
songs they are preeminently singable, capable of full) 
adequate rendition, affording the singer a grateful and 
sympathetic task, and a chance to utilize the best that 
is in his voice and in his heart, and giving the audience 
an intelligible, well-balanced, and fully developed ex¬ 
pression of some definite and concrete artistic idea. 
They are sensuously beautiful, if you will, but genuinely 
musical, with melodies that not only can be sung, but 
that almost sing themselves, and thrill the listener 
qualities too often conspicuous by their absence in songs 
of the modern German school and its imitators, which, 
though noticeably, perhaps too laboriously, original) 
admirably made, and full of points and suggestions for 
the student, are too sketchy, too incomplete, too vague 
and elusive in their effects, as well as too unnatural, not 
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make up her program entirely fn>ut her own compoai- 
tiona, the evening would have been uninteresting tunsi 
rally and the audience very weary Let u* give honor, 
then, where honor it doe, equally to the greatest of 
composer* and the greatest of female virtuosi. 
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and that the local petted kindergarten system taught 
it to the younglings “ in no time.” There was another 
side holding that there was no ouch thing aa absolute 
pitch ; that even if there were, it was not a thing which 
it would hr possible to teach ; that the ability to carry 
about the pilch of a certain piano waa not proving alwo- 
lute pitch to a certainty, as. despite the adoption of the 
international pitch, acareely two manufacturers used 
precisely the same pitch. 
A third factkvu there was which completed the trian- 
glo. This last had a conviction that neither of the other 
aidea w ere light ; that mrh held a little truth, all balled 
alsvut with fustian . bat a* it had nothing better U> offer 
than either, side number three was, for the most part, a 
silent factor in the war which went on, simply dodging 
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tine, in the beat of argument, waa made to declare that 
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merry not*, and the number of vibratioo* to a gramhop- 
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Another related the following tale: “George Osgood 
was very proud of his absolute pitch, and very fond of 
giving hi* <-borons* the pitch without assistance from 
the insirnmenu. One night Carlyle retersilea was 
accompanist, (tegood gave the pitch, and then bade 
I’etersilea proceed ; but the pianist had scarcely atarted 
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IVtersilea ventured to remark that IM was so/ wrong, 
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was his absolute pitch ? Now, ” concluded the narrator. 
“ 1 do not call any tiling atee/.fo which is dependent 
upon the re price of an itirtroment, or on anything 
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So the contort went on. and the poeilivist* became 
more positive, and the skeptics more skeptical, while 
the (Bun commitaliats kept qsirt and grew wise. Every 
time this group of moaicals came together pifrb was 
walked ct. a faction straightway jumped upon either 
end and. behold, a g«*t see sawing ensued, while Uh- 
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to 8»y impossible, in their intervals and the involved 
complexity of their accompaniments, ever to he satis¬ 
factorily rendered or folly grasped by an audience. 
Chaminade’s songs belong to the best class of French 
vocal compositions of the present day, and possess a cer¬ 
tain charm and finesse in addition which is all her own, 
and which in large measure accounts for their popularity 
both in and oat of France. 
Her trio, too, though lacking the gravity supposed to 
be essential to the highest form of chamber music, in 
spite of the fact that neither Haydn, Schubert, nor Men¬ 
delssohn by any means always adhered to this lofty 
plane was strikingly beautiful and contained many rich 
and strictly novel effects, full of dash and spirit, remark¬ 
able especially for its peculiar rhythms. If a work of 
equal merit could be exhumed as a lost manuscript, 
bearing the name of one of the old masters, the musical 
world would go mad with pride over it. But as this was 
only written by a woman of modern days, and a French 
woman at that, the German critics were inappreciative 
and rather vigorous in their censure. 
Indeed, the entire Berlin press was harsh and, it 
seemed to me, decidely unjust in reviewing this concert 
of Chaminade's, which would have been a credit to man 
or woman of any age or school. I am sorry that some ot 
their severe comments even got into print in this coun¬ 
try. And I question if one of their own demi-gods, if 
Schnbert, Mozart, or even Beethoven, if called upon to 
furnish a program of thirty-five numbers, all from his 
own pen, and to perform himself all the instrumental 
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would have been a weak one, to say the least of it; but, 
on the other hand, had Fran Menter been obliged to 
make np her program entirely from her own composi¬ 
tions, the evening would have been uninteresting musi¬ 
cally and the audience very weary. Let ns give honor, 
then, where honor is due, equally to the greatest of 
female composers and the greatest of female virtuosi. 
A PITCH BATTLE. 
BY HELENA MAGUIRE. 
y* y^TT)^ 
Cecils Chaminade. 
solos, to play one part in all the concerted pieces and 
the accompaniments to all the songs, could have pre¬ 
sented his contemporaries with an evening which wonld 
have compared favorably with that of Chaminade. 
The criticism, when carefully analyzed, resolved itself 
mostly into: First, the genuine German conviction that 
a woman can do nothing ably, when competing in a line 
hitherto monopolized by men ; second, the race prej 
udice against everything French in general, and French 
music and musicians in particular; and, third, a little 
irritation that the performer had the effrontery to re 
main single until well on toward middle life, and to 
possess little, if any, physical beauty. 
Indeed, even Chaminade’s admirers could not ie p 
being rather disappointed in her personal appearance. 
Except for a fine figure and a fine pair ot dark eyes, she 
can boast no physical charms, while her face is nnfortn 
nately not in her favor, when seen in profile as she sits 
at the piano. An extremely retreating chin, that mlh ’ 
be called no chin at all, gives it an expression of we!* 
ness bordering upon imbecility, which very much ie 
lies her mental and artistic powers. She was dresse 
in a wonderful Parisian toilet, a strange combination o 
blue and heliotrope, which ought to have been hi eo 
and was charming, and wore not a single gem. 
elegant simplicity was a great contrast to the mne e- 
dizened attire of Sophie Menter. 
If Mile. Chaminade had been obliged to play t e pro 
gram given by Frau Menter, the impression mac e 
It was rather a triangular affair ; there was one side 
which held that absolute pitch was quite a common 
affair, that any number of the conservatory girls had it, 
and that the local petted kindergarten system taught 
it to the younglings “in no time.” There was another 
side holding that there was no such thing as absolute 
pitch ; that even if there were, it was not a thing which 
it would be possible to teach ; that the ability to carry 
about the pitch of a certain piano was not proving abso¬ 
lute pitch to a certainty, as, despite the adoption of the 
international pitch, scarcely two manufacturers used 
precisely the same pitch. 
A third faction there was which completed the trian¬ 
gle. This last had a conviction that neither of the other 
sides were right ; that each held a little truth, all balled 
about with fustian ; but as it had nothing better to offer 
than either, side number three was, for the most part, a 
silent factor in the war which went on, simply dodging 
the arguments which were tossed from side to side until 
they lost shape and coherency and were thrown aside, 
limp and collapsed. 
Strange tales were told and stranger defenses put up. 
One in the heat of argument, was made to declare that 
ideas could really be weighed. One told of a friend 
who when in the country, could tell upon which tone 
the cow lowed, in what key Sir Chanticleer sung his 
merry note, and the number of vibrations to a grasshop¬ 
per’s chirp. Another told of a friend who, at the sym¬ 
phony, could always tell you in what key the orchestra 
was playing. Then an opposite would break in with 
.1 Yes I have known people like that. I sat beside one 
who was supposed to have positive pitch She would 
murmer, ‘ Ah ! listen to that grand A-flat Or Oh 
what a beautiful E ! ’ But when I got home it would 
not be E or A-flat, according to my score.” 
Another related the following tale : George Osgood 
was very proud of his absolute pitch, and very fond of 
living his choruses the pitch without assistance from 
the instruments. One night Carlyle Peters.lea was 
accompanist. Osgood gave the pitch and then bade 
PetersUea proceed ; hut the pianist had scarcely started 
wl eThe was interrupted with ‘ Stop ! that’s wrong ! ’ 
Petersilea ventured to remark that that was not wrong, 
butTwas admonished to start again. He did so only to 
but was » , Tt, wrong! It’s wrong! ’ thun- 
!r8dPtPhe director The accompanist, however, proved 
to him conclusively that he was right, and ^Osgood 
IL • Then the piano has been changed ! And so it 
’ Vnn see he carried the pitch of a certain piano 
WaS *1 1 • and when the piano was changed, where 
about with bun, concluded the narrator, 
"““"Ti— •»»a*-*-* 
■ - - “”bi"8 
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the c„e logtlt« “pitch" ™ 
time this group o • lumped upon either 
-hi'. ■>« 
end, and, heho , B midway between the 
„»„*»« «"Wl* to oh>iiei for ,Benaible die 
lively jolting. whatever Every one with a 
possible idea chance to observe what a 
and the snbject prevailed. The 
scarcity of In thronghi Bimply with the 
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One evening some one had been reading from an ana¬ 
lytical program prepared by Mr. W. F- Apthorp. One 
made a remark as to the clear and concise way in which 
he said what he had to say. 
“ I believe we have a pretty good opinion of Mr. 
Apthorp, have we not?” queried one of the non-com¬ 
mittals. 
There was a general consent, and some one added, 
“I’d rather have Aptborp’s opinion on a subject than 
the concerted opinion of the whole cult of musical 
critics.” 
“Then why not ask his opinion on absolute pitch?” 
asked the quiet one with a smile. 
Well, they agreed to it, and also to take what Mr. 
Apthorp should say as the last word on the subject, and 
the finale to all the discordant warring. 
I fear the one who wrote the letter permitted some of 
the amusement she felt in the whole proceeding to peep 
through. At any rate, I know she said, like Kosa 
Dartle, “ I only ask for information ” ; and she got it. 
There came in reply such a full and clear little treatise 
that they wrote again to ask that the letter might be 
published for the enlightenment of all who might be 
hazy on the subject of pitch. A gracious permission 
was returned, and here is what Mr. Apthorp had to say 
of absolute pitch. 
(You will see that the two phrases, “ The loose use of 
language” and “relative pitch ” served to clarify mat¬ 
ters for the pitch-battleists to a remarkable degree.) 
magazines wer®8" „g gome Btray word upon 
5TJT- 
Battle.” 
Mr. Apthorp's Letter.—“ ‘ Absolute pitch ’ may 
mean either of two things, as the loose use of language 
goes in common conversation. It may mean either a 
certain definite musical pitch, to be expressed in figures 
as a definite rate of vibration per second, or it may mean 
the power of recognizing such pitch by ear. 
“ In the first sense, there is no absolute, that is, in¬ 
variable, pitch recognized all over the musical world. 
The note C, for instance, does not always represent the 
same rate of vibration. It may he a little higher in Pans 
than in Munich j a little lower in Boston than in 
London. There is no universally recognized standard, 
but nearly every country has a standard of its own. In 
European countries that support great standing armies, 
this standard is legalized and enforced by the govern¬ 
ment for the sake of uniformity in pitch in all instru¬ 
ments made for use in military bands. 
4< In the other sense, an ear for absolute pitch does not 
exist. By this is meant the power of recognizing any 
note by ear, without being furnished with any standard 
of comparison. The Germans call it ‘ den trefi.’ This 
power is not very common, even among musicians ; hnt 
a good many, especially violinists, have it. If some one 
strikes C on the pianoforte, without your seeing the key¬ 
board or knowing what note he was goiDg to stnke, 
without his having previously given yon the pitch of 
any note in the scale, and yon recognize the note struck 
as €, Bimply by ear, then you have ‘ absolute pitch ’ in 
your head. If, on the other hand, he strikes C and tells 
you it is C, and then strikes some other note, winch yon 
recognize correctly by ear, then yon have only proved 
that von have ‘relative pitch,’ for yon have recognized 
the note merely by the interval it made with the C that 
was given yon as a standard. 
“ Some favored individuals have the ear for absolute 
pitch in an extraordinary degree of delicacy. Clara 
Louise Kellogg, for instance, could give yon Covent 
Garden C, Steinway C, French ‘normal diapason C, 
out of her own head, without touching an instrument. 
Mr John Preston had the same power. But, in common 
parlance, having absolute pitch means being able to give 
you any note yon please at the standard pitch of the 
country you live in, without referring to any instru¬ 
ment.” __ _ 
_Musical language constitutes the highest, the most 
pure and sincere form of human thought, the most 
wholly separated from materiality or convention Who¬ 
ever arrives at thinking in music as he thinks m a 
familiar language finds his ideas immeasurably en¬ 
larged. This faculty in it* full is reserved for the 61ite 
alone, hnt every real musician has felt its force. 
the 
■-4JM 4j E T 0 D E 
' Ml 
•*,»  - '_ *mlh rntm 
tit him i ''•i1 inn^ 
•'- <*■•• •—?***?*' **— Otatototl, H, 
F’WU ♦♦• t ,_a "" |/ 
,1^ 
r._ . *‘~*m*y •* <toMtarll»J, 4torf » 
rrr^ ***•• 
Ml HI %« 4« 
rf *•» altiM. ' »««thrust into 
evei7 portion 
in 
* ■ *• Ml l!* hllTwiih lril.dly *nthnsiagtic 
-« ^,*4. ,r ^ 
Italy 10 lhe treaty ufe, 
• I «:♦. 
»• WilMniH Mt| %<# 
*W »•*« ta - -»»••* * In |«4.| 
M|fl' In# It *ff HIIA, n Hil 
01# tM %# HIM** 
"it*'I |» *i|# *♦ * H# 4% f 
* •-♦• lh*f» •'#' nft «*t> 
44 4## fwi^«<ur t0 4 #m#v*N^ 
*-••1 4# 4 liMMun in4 4# 
t*ft4*M % 4M fHlt 4N >m«A 
J* 4(f* »IMMt Ofcftim) *• 
*’•* •»«•! NK D* { 
" •»» * M——I *u, 
** t **»« *ta 4h« m Hm 
* m «i- tlMlN „ 
* 1 .M*H ia .!»•-»—, -— __ —_ 
- " 'ffimii iff 
**M,M*1 a* ituhwAitfi 
w .im» " 
*« «H.iy m •*' **H. * w 4<u_ 
•*•“** " «h. I« «vil><*« itr ^TM.irf ^ _ 
♦ •Mmm «# wywwii n %, *« ^ — ’ 
** *f'k**' |t—»" • -t-1,^ ^ ^ 
mmm‘ 1 ^» **«F m JMlna n ,u»f m.1 ^ lW_ 
*••• <Mll wm iiAiaii I hiIt m 
**'*'■*♦* ■* til ta MS M|| IlMltoto M totot I illm tot 
Ummmimf itolltiM BMMta 
tm mm Tniillfl • i«MMto total 
•'** • Mott Nm Wan tar -v TTf~r <tt >n 
•(.•tottan n»tato»*ta(l Mtatoto tawM totota Itotailtaf. Vy 
*»ta>(ttit>t«K cktftoi 
tato tH.tttf* %y »•.tattatlli, tad • 
(t Im 
<W M 
in UK «mn* MUM, Mil 
•r tita wm<> ^ 
—-— 'run 4 
mm* r «>•«'— —" ‘••*r 
, ^.ta# total ««■*> *•«*- Miltarttota, 
„*,,*** *•*'• 1 
w tato»*to»M<ty iw —« 
.natonto taita*—• *•* ***y. . 
(4ta»lt«« •*** 
Ml 
_ «t 
n'a_ Ita lttai 
,irr^ tvs 
I* * 0-**** 
HMMtoM 
—1 
rfm 
^,r># 
-■ j «--,•.>'■• Wtota i" _ . 
^ TT.!/ 
,? «r-«ta •*". o^**^”^* w jtotatofe * *** . 
tl dM Mta *^2*iLS wTTta.-* r*- 
JT m — * f!L tl •Thw***1' 
ttofte I 
^tottaVAVi to,«H **•* ^ ’ MtotoHMI » 
* NnHtar M *^*r.Mto Mtota W r»*^ 
™~T£‘S2Z~-*r£i 
_Jn (tato Bto**1*^_. Mi.»tar •* 1**^ 
V 1mm «.«ti Inter In Rarli. 
IlUto «• IW Fitoarh pmo lt ..,' We Wer® Priy'M 
xij (i w»«« #e'cti°M> “^t i 
V-Cm ^“0M: > Wo for M 
, Mj^;:rrfwfcorH, 
- JSS23Tforthe^ fl 
■ •«* »“*>• inttinnitBt in emynnmbt 
,r tofcompaoist, playing everythin 
a ' ^.'1' * feat of memory rarely wj 
ram lotted nearly three hoora. 
i the .tamlpoint of modem rirtnoat; 
I **• rtotaidaiod in the itrict sense 
<”** I**4*1 8k* J*ek» the strength and brUIiatc; 
'h' *f*mi »»1 tafeeinlly the ortar* technic, whirl 
rt(Uly «e wrta«ly, htota cotaa to be regarded at tl 
■n*l atlrtbtote* •t theta latter-day gianta of tl 
U 
arvttbmily, »he is decidedly worthy of high 
'«• thuotoh (he as decidedly hat her limita- 
•s *bto baa not* She ia neither very broad, tety 
rentotilto ; bat along her special line, 
ta pUyrr and cwpoaer, .he it nnujaeand inimit- 
dce, and pare, bat witching rather 
a little that of Liszt in certain 
tasTjn, (i cwwree, in tniniatnre. At times it spar- 
kbto tikto • ekomm «f klMton with the tan shining 
threap theta. A*i> it m delicate, fairy like, ineffa¬ 
bly daitoty. hot toevar noble or paaeionate, with litUe 
J -‘-- lyric gsality, retatnbhng in thin respect that of 
all Franch pcuaata I hate yet beard. 
Ha» «ap-f te»*base ia lloeat, crinp, and remarkably 
_  fhto cfeWehtoltoetertatic of her style seems to he 
Mehta-, . cwrttola gmcefal npHghtly ^r, like the 
ttototo mt .uto.MtaHtatol hadimage in rogne in ft* « 
r.atoehaeeMy. ta apOj J ‘hem “ ^ 
Jlto •• There io n orideot iodination to phj «“ » 
.. . UTwHMeoerm do. in a wooM-b. hnmorons 
”i btot airily tocifolly. with jntt. hint of C0.,net^ 
___ of dreamv tendernew ana r- 
w 
now no • p*rfcr»er, J jt js hard to say. 
Hoc totowo-norka are all of the nf,ither very 
lyp*. J^nli striking, 
4«toF «nr «*T etrong. individn»lity, 
IsSTSS^ 1 XT p^g’ 
Let off them, by •rtW « «<■ * her songs tb« 
.. ^nlarly •«>o*h>b0 . ’ . level These are 
..^itUbea her *M effective; 
‘^lovMd, in ^ French. Here« 
V . .h. «ld never htosong M«*p f ;* covering »1:0 ) a motion and V^’ tenderness, 
■M ‘ ** a rAn|wa of mood®4 P ,i Nereis®! 
“a atirvtng f**M' • —i Like n'0® . 0f full, 
•bly •'l'1 r,,rr,h y J^lwtly *i»S*bIe’ fj’gratefnl ^ 
*,iwt» ‘bey are pw (he singer* g 
<"*^ eh.,,™ » eta ourfMi 
o«*“ 
;, . ta-artSHa-Sr*; 
/ 
to say impossible, in their intervals and the involved 
complexity of their accompaniments, ever to be satis¬ 
factorily rendered or fully grasped by an audience. 
Chaminade’s songs belong to the best class of French 
vocal compositions of the present day, and possess a cer¬ 
tain charm and finesse in addition which is all her own, 
and which in large measure accounts for their popularity 
both in and out of France. 
Her trio, too, though lacking the gravity supposed to 
be essential to the highest form of chamber music, in 
spite of the fact that neither Haydn, Schubert, nor Men¬ 
delssohn by any means always adhered to this lofty 
plane, was strikingly beautiful and contained many rich 
and strictly novel effects, full of dash and spirit, remark¬ 
able especially for its peculiar rhythms. If a work of 
equal merit could be exhumed as a lost manuscript, 
bearing the name of one of the old masters, the musical 
world would go mad with pride over it. But as this was 
ouly written by a woman of modern days, and a French 
woman at that, the German critics were inappreciative 
and rather vigorous in their censure. 
Indeed, the entire Berlin press was harsh and, it 
seemed to me, decidely unjust in reviewing this concert 
of Cbaminade’s, which would have been a credit to man 
or woman of any age or school. I am sorry that some of 
their severe comments even got into print in this coun¬ 
try. And I question if one of their own demi-gods, if 
Schubert, Mozart, or even Beethoven, if called upon to 
furnish a program of thirty-five numbers, all from his 
own pen, and to perform himself all the instrumental 
Ckch.k (’haminadk. 
solos, to play one part in aU the concerted pieces and 
the accompaniments to all the songs, could have pre¬ 
sented his contemporaries with an evening which would 
have compared favorably with that of Chaminade. 
The criticism, when carefully analyzed, resolved itself 
mostly into : First, the genuine German conviction that 
a woman can do nothing ably, when competing in a line 
hitherto monopolized by men ; second, the race prej¬ 
udice against everything French in general, and French 
music and musicians in particular ; and, third, a little 
irritation that the performer had the effrontery to re¬ 
main single until well on toward middle life, and to 
possess little, if any, physical beauty. 
Indeed, even Chaminade’s admirers conld not help 
being rather disappointed in her personal appearance. 
Except for a fine figure and a fine pair of dark eyes, she 
can boast no physical charms, while her face is unfortu¬ 
nately not in her favor, when seen in profile as she sits 
at the piano. An extremely retreating chin, that might 
be called no chin at all, gives it an expression of weak¬ 
ness bordering npon imbecility, which very much be¬ 
lies her mental and artistic powers. She was dressed 
in a wonderful Parisian toilet, a strange combination oi 
blue and heliotrope, which ought to have been hideous 
and was charming, and wore not a single gem. Its 
elegant simplicity was a great contrast to the much be¬ 
dizened attire of Sophie Men ter. 
If Mile. Chaminade had been obliged to play the pro¬ 
gram given by Frau Menter, the impression made 
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would have been a weak one, to say the least of it; but, 
on the other hand, had Fran Menter been obliged to 
make up her program entirely from her own composi¬ 
tions, the evening would have been uninteresting musi¬ 
cally and the audience very weary. Let ns give honor, 
then, where honor is due, equally to the greatest of 
female composers and the greatest of female virtuosi. 
A PITCH BATTLE. 
BY HELENA MAGUIRE. 
It was rather a triangular affair ; there was one side 
which held that absolute pitch was quite a common 
affair, that any number of the conservatory girls had it, 
and that the local petted kindergarten system taught 
it to the younglings “ in no time.” There was another 
side holding that there was no snch thing as absolute 
pitch ; that even if there were, it was not a thing which 
it would be possible to teach ; that the ability to carry 
about the pitch of a certain piano was not proving abso¬ 
lute pitch to a certainty, as, despite the adoption of the 
international pitch, scarcely two manufacturers used 
precisely the same pitch. 
A third faction there was which completed the trian¬ 
gle. This last had a conviction that neither of the other 
sides were right ; that each held a little truth, all balled 
about with fustian ; but as it had nothing better to offer 
than either, side number three was, for the most part, a 
silent factor in the war which went on, simply dodging 
the arguments which were tossed from side to side until 
they lost shape and coherency and were thrown aside, 
limp and collapsed. 
Strange tales were told and stranger defenses put up. 
One, in the heat of argument, was made to declare that 
ideas could really be weighed. One told of a friend 
who, when in the country, could tell upon which tone 
the cow lowed, in what key Sir Chanticleer sung his 
merry note, and the number of vibrations to a grasshop¬ 
per’s chirp. Another told of a friend who, at the sym¬ 
phony, conld always tell yon in what key the orchestra 
was playing. Then an opposite would break in with 
“ Yes, I have known people like that. I sat beside one 
who was supposed to have positive pitch. She would 
murmer, L Ah ! listen to that grand A-flat! ’ Or, ‘ Oh, 
what a beautiful E ! ’ But when I got home it would 
not be E or A-flat, according to my score.” 
Another related the following tale: “George Osgood 
was very proud of his absolute pitch, and very fond of 
giving his choruses the pitch without assistance from 
the instruments. One night Carlyle Petersilea was 
accompanist. Osgood gave the pitch, and then bade 
Petersilea proceed ; but the pianist had scarcely started 
when he was interrupted with ‘ Stop ! that’s wrong ! ’ 
Petersilea ventured to remark that that was not wrong, 
but was admonished to start again. He did so, only to 
be stopped as before. ‘ It’s wrong ! It’s wrong ! ’ thun¬ 
dered the director. The accompanist, however, proved 
to him conclusively that he was right, and then Osgood 
said, ‘ Then the piano has been changed ! ’ And so it 
was. You see he carried the pitch of a certain piano 
about with him, and when the piano was changed, where 
was his absolute pitch ? Now,” concluded the narrator, 
“ I do not call anything absolute which is dependent 
npon the caprice of an instrument, or on anything 
else.” 
So the contest went on, and the positivists became 
more positive, and the skeptics more skeptical, while 
the non-commitalists kept quiet and grew wise. Every 
time this group of musicals came together “pitch ” was 
walked out, a faction straightway jumped upon either 
end, and, behold, a great see sawing ensued, while the 
qnietists struggled to keep a seat midway between the 
lively jolting. There was no chance for a sensible dis¬ 
cussion of anything else whatever. Every one with a 
possible idea on the subject of pitch was buttonholed, 
and the qniet ones had a chance to observe what a 
scarcity of lucid ideas on the subject prevailed. The 
magazines were scrambled through, simply with the 
possiblo hope of running across some stray word upon 
pitch, until at last it came to be called the “ Pitch 
Battle.” 
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One evening some one had been reading from an ana¬ 
lytical program prepared by Mr. W. F- Apthorp. One 
made a remark as to the clear and concise way in which 
he said what he had to say. 
“I believe we have a pretty good opinion of Mr. 
Apthorp, have we not?” queried one of the non-com¬ 
mittals. 
There was a general consent, and some one added, 
“ I’d rather have Apthorp’s opinion on a subject than 
the concerted opinion of the whole cult of musical 
critics.” 
“ Then why not ask his opinion on absolute pitch?” 
asked the qniet one with a smile. 
Well, they agreed to it, and also to take what Mr. 
Apthorp should say as the last word on the subject, and 
the finale to all the discordant warring. 
I fear the one who wrote the letter permitted some of 
the amusement she felt in the whole proceeding to peep 
through. At any rate, I know she said, like Rosa 
Dartle, “I only ask for information ” ; and she got it. 
There came in reply snch a full and clear little treatise 
that they wrote again to ask that the letter might be 
published for the enlightenment of all who might be 
hazy on the subject of pitch. A gracious permission 
was returned, and here is what Mr. Apthorp had to say 
of absolute pitch. 
(You will see that the two phrases, “The loose use of 
language” and “relative pitch ” served to clarify mat¬ 
ters for the pitch-battleists to a remarkable degree.) 
Mr. Apthorp’s Letter.—“ 1 Absolute pitch ’ may 
mean either of two things, as the loose use of language 
goes in common conversation. It may mean either a 
certain definite musical pitch, to be expressed in figures 
as a definite rate of vibration per second, or it may mean 
the power of recognizing such pitch by ear. 
“In the first sense, there is no absolute, that is, in¬ 
variable, pitch recognized all over the musical world. 
The note C, for instance, does not always represent the 
same rate of vibration. It may be a little higher in Paris 
than in Munich ; a little lower in Boston than in 
London. There is no universally recognized standard, 
but nearly every country has a standard of its own. In 
European countries that support great standing armies, 
this standard is legalized and enforced by the govern¬ 
ment for the sake of uniformity in pitch in all instru¬ 
ments made for use in military bands. 
“ In the other sense, an ear for absolute pitch does not 
exist. By this is meant the power of recognizing any 
note by ear, without being furnished with any standard 
of comparison. The Germans call it 1 den trefi.1 This 
power is not very common, even among musicians ; but 
a good many, especially violinists, have it. If some one 
strikes C on the pianoforte, without your seeing the key¬ 
board or knowing what note he was going to strike, 
without his having previously given yon the pitch of 
any note in the scale, and yon recognize the note struck 
as C, simply by ear, then you have 1 absolute pitch ’ in 
your head. If, on the other hand, he strikes C and tells 
you it is C, and then strikes some other note, which yon 
recognize correctly by ear, then you have only proved 
that you have ‘relative pitch,’ for you have recognized 
the note merely by the interval it made with the C that 
was given yon as a standard. 
“Some favored individuals have the ear for absolute 
pitch in an extraordinary degree of delicacy. Clara 
Louise Kellogg, for instance, could give you Covent 
Garden C, Steinway C, French ‘normal diapason’ C, 
out of her own head, without touching an instrument. 
Mr. John Preston had the same power. But, in common 
parlance, having absolute pitch means being able to give 
you any note yon please at the standard pitch of the 
country you live in, without referring to any instru¬ 
ment.” 
—Musical language constitutes the highest, the most 
pnre and sincere form of human thought, the most 
wholly separated from materiality or convention. Who¬ 
ever arrives at thinking in music as he thinks in a 
familiar language finds his ideas immeasurably en¬ 
larged. This faculty in its full is reserved for tlie Mite 
alone, but every real musician has felt its force. 
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SOPHIE MENTER AND CECILE CHAMINADE. 
BY EDWARD BAXTER PERRY. 
It was the writer’s good fortune not long since to hear, 
in almost immediate succession, these two leading 
women in the pianistic world, representatives of two 
widely different and rival races, and of two correspond¬ 
ingly diverse schools of musical expression. They are, 
unquestionably, the two greatest women musicians of 
the present generation, the one leading her sex in ex¬ 
ecutive, the other in creative, work. They are, also, the 
only two of rank and renown who have never visited 
America. Hence the comparison and contrast between 
them is, I think, worth the reader’s attention. 
There is to day no lady pianist in Europe, and few 
men in the profession, who can command the same uni¬ 
versal respect and attention as are accorded to Frau 
Sophie Menter, and with the best reason. 
Of an eminent Bavarian family, she is by birth, as well 
as education, a German ; although, as she has for some 
years filled Rubinstein’s vacant place at the St. Peters¬ 
burg Conservatory, and as more than twenty years ago 
she was made court pianist to the Emperor of Austria, 
she is frequently spoken of both as a Russian and an 
Austrian pianist. She exemplifies to the full the broad, 
thorough, intelligently objective German school of musi¬ 
SOPIIIE MENTER. 
cal art, while possessing enough of the inherent artistic 
instinct and fine feminine sensibility to give warmth and 
color to all her work and to free it from the cold and 
stiff pedantry too often found in the readings of dis¬ 
tinctively German pianists. 
We heard her in the Liederhalle, in Stuttgart, in a 
regular recital program, embracing a great variety of 
standard works of almost every style and a few unique 
modern novelties. It opened with a colossal Bach- 
Tausig prelude and fugue, given with a breadth and 
majesty, a physical power and technical accuracy, which 
even the mighty D’Albert might have striven in vain to 
surpass. 
Uninteresting as was this,—and, for that matter, as are 
all Bach fugues for piano to most listeners,—it was im¬ 
possible to refuse her a tribute of profound admiration 
for her complete command of technical resources and 
the apparent ease with which she subjugated the tre¬ 
mendous difficulties presented. We all reverence the 
power to do, even when the thing done does not appeal 
to us, and when most wishing that the power might be 
applied to some more satisfactory and thankful end. 
Right here, at the risk of being burned as a heretic, let ' 
me ask an honest question, to be answered candidly by 
each reader, in the safe privacy of his own inner con¬ 
sciousness, if he has not the courage to stand openly to 
his convictions in the frowning face of conservatism and 
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tradition. Does any one to-day really care to listen to 
these Bach fugues from purely musical reasons ; these 
monstrous tone acrostics ; these gigantic thematic puz¬ 
zles ; these huge, mathematically exact monuments of 
human ingenuity and manipulative skill, which express 
nothing but pride in the mastery of material, and con¬ 
tain nothing but cold, though perfect architectural 
symmetry ? 
Let us be frank with ourselves. Do I not voice the 
wish of most musicians, and of practically all concert- 
goers, in fearlessly stating the desire that piano fugues, 
by Bach or whomsoever else, whether in their native 
barrenness or their various arrangements and disarrange¬ 
ments, may be henceforth dropped from the concert pro¬ 
gram as out-of-date antiquities, valuable and interesting 
for study in private, as an obsolete phase of the develop¬ 
ment of art, like the sphinx or pyramid, but useless as 
a means of expression for the intense life of our own 
day. Their place is the class-room, not the concert- 
room. I grant they are difficult to play, and that they 
were doubtless still more difficult to make ; perhaps most 
difficult of all to sit and listen to; but I venture to 
declare, paraphrasing Macauley, that if their difficulty 
be not considered a merit, they have none other. 
But to return to Frau Menter. The remainder of her 
program comprised works, most of them familiar, by 
Schumann, Chopin, Mendelssohn, and Liszt, with a few 
new things by Moszkowski, and a startling, most fan¬ 
tastic, and ultra-modem composition of her 
own, entitled “ Souvenir of Vienna.” 
All the numbers were rendered with clear 
intelligence, fine emotional insight, and a 
facile, well nigh infallible technic, with genial 
warmth and evident, whole-hearted interest, 
but little of what might be called individual 
intensity, and no overwhelming passion ; in 
a word, with the perfection of fully developed 
and sincerely earnest objective art, which, 
after all, may be the best art for all purposes 
and everyday use. 
Her tone is full, warm, and plastic, but not 
remarkable for thrilling sensuous beauty. It 
suggests the handclasp of a large, noble, clear¬ 
headed, and kind-hearted matron, of goodly 
impulses but moderate enthusiasm, and just a 
touch of benevolent superiority. 
The number by Liszt read simply “Rhap¬ 
sodies” on the program, and we had a vague 
wonder as to whether we were to hear all 
fifteen in their entirety. When it was begun, 
however, we recognized and lost again the 
familiar strains, now of one, now of another, 
as if chasing a masquerader with half a dozen 
tricky disguises. All the most brilliant, tell¬ 
ing, and popular portions of the second, sixth, 
and twelfth, with briefer fragments from a 
number of others, were dazzingly mingled and inter¬ 
woven, with incredible speed and craft, until, at the close, 
we were left dazed, confused, breathless, and, I may 
add, nearly deafened, by this, undoubtedly the most 
brilliant and astounding concert number ever rendered 
upon any program. 
Her own closing number, not very profound, but full 
of spirited rhythms, sparkling cadenzas, flashes of 
astounding virtuosity, bordering close upon the humor¬ 
ous, reveling in glissando runs in double thirds and 
octaves, the whole bristling with stupendous difficulties 
was tossed off with careless ease, like a handful of 
bright-colored sugarplums thrown to a crowd of chil¬ 
dren. 
In personal appearance Frau Menter was rather im¬ 
pressive. Her many sojourns in Russia seem to have 
imbued her with the real Slavonic taste in the matter 
of dress and decoration. Although fully fifty years of 
age she was attired, except for her jewels, like a girl of 
sixteen. She wore a gown of light blue (most youthful 
of colors), with her dark hair loose and flowing over her 
shoulders, the ends rolled into heavy curls I never 
knew a lady to appear in the concert-room wearing so 
many jewels They included a complete tiara of gold 
ml diamonds ; two necklaces, one of five or six ropes of 
pearls and the other a kaleidoscopic display of gems of 
every kind and color, a foot deep ; whjpins, bZhes 
butterflies, and brilliants were thrust into every portion 
of her attire. 
Her audience was, for Germany, wildly enthusiastic 
and we left the hall with a sense of smiling exhilaration' 
and feeling that we had listened to the greatest artist 
among lady pianists. 
A few weeks later, in Berlin, we were privileged to 
listen to the French pianist and composer, Cdcile Cham- 
inaie, in a program of thirty-five selections, made np 
exclusively of her own compositions: a trio for violin 
’cello, and piano ; eight compositions for four hands; some 
fifteen songs; rendered by two French singers, Contralto 
and tenor; the remainder solo pieces for the piano, many 
of which are familiar to cur public. 
Chaminade was at the instrument in every number 
either as soloist or accompanist, playing everything 
without notes—in itself a feat of memory rarely wit¬ 
nessed, as the program lasted nearly three hours. 
Considered from the standpoint of modem virtuosity, 
Chaminade can not be considered in the strict sense a 
great pianist. She lacks the strength and brilliancy, 
the speed, and especially the octave technic, which, 
rightly or wrongly, have come to be regarded as the 
essential attributes of these latter-day giants of the 
piano. 
Regarded artistically, she is decidedly worthy of high 
consideration, though she as decidedly has her limita¬ 
tions, as who has not? She is neither very broad, very 
profound, nor very versatile ; but along her special line, 
both as player and composer, she is unique and inimit¬ 
able. 
Her tone is small, fine, and pure, but witching rather 
than warm, suggesting a little that of Liszt in certain 
phases, though, of course, in miniature. At times it spar¬ 
kles like a shower of hailstones with the sun shining 
through them. Again it is delicate, fairy-like, ineffa¬ 
bly dainty, but never noble or passionate, with little 
genuine lyric quality, resembling in this respectthat of 
all French pianists I have yet heard. 
Her finger technic is fluent, crisp, and remarkably 
clean. The chief characteristic of her style seems to he 
archness, a certain graceful sprightly flavor, like the 
tone of conversational badinage in vogue in the best 
French society, so aptly designated by them as “spiritn- 
elle. ” There is an evident inclination to play with her 
subject and her listeners, not in a would be humorous 
vein, but airily, fancifully, with just a hint of coquetry. 
In this, her own peculiar field, she is fascinating. She 
has moments, too, of dreamy tenderness and pensive 
languor, which are wondrously attractive, but she rarely, 
if ever, touches the depths of profound emotion. 
Chaminade’s abilities as a composer far exceed her 
powers as a performer, whether by natural endowment 
or from more complete development it is hard to say. 
Her piano-woTks are all of the same piquant, graceful 
type, novel and capricious in their effects, neither very 
deep nor very strong, but fanciful, striking, and often 
exquisite creations, with marked individuality, forming 
almost a school by themselves, and well worth playing, 
most of them, by artist as well as amateur. 
Singularly enough, however, it is in her songs tba 
Chaminade reaches her highest level. These are a 
melodious and, in the best sense of the term, effective, 
but should never be sung except in French. Here we 
find genuine emotion and plenty of it, covering a eon 
siderably varied range of moods, pleading tenderness, 
stirring passion, fiery energy, and even bold heroism, 
ably and forcibly expressed. Like most modern Ff® 
songs they are preeminently singable, capable ot ^ 
adequate rendition, affording the singer a grateiu an^ 
sympathetic task, and a chance to utilize the best ^ 
is in his voice and in his heart, and giving the an ren^ 
an intelligible, well-balanced, and fully develope 
pression of some definite and concrete artistic 1 
They are sensuously beautiful, if you will, hut genttiD*^ 
musical, with melodies that not only can be sung, ^ 
that almost sing themselves, and thrill the 
qualities too often conspicuous by their absence m 
of the modern German school and its imitators, w ’ 
though noticeably, perhaps too laboriously, 011 
admirably made, and full of points and 8Ugge*tI01)S 
the student, are too sketchy, too incomplete, too « ^ 
and elusive in their effects, as well as too unnatura , 
I 
to say impossible, in their intervals and the involved 
complexity of their accompaniments, ever to be satis¬ 
factorily rendered or fully grasped by an audience. 
Chaminade’s songs belong to the best class of French 
vocal compositions of the present day, and possess a cer¬ 
tain charm and finesse in addition which is all her own, 
and which in large measure accounts for their popularity 
both in and out of France. 
Her trio, too, though lacking the gravity supposed to 
be essential to the highest form of chamber music, in 
spite of the fact that neither Haydn, Schubert, nor Men¬ 
delssohn by any means always adhered to this lofty 
plane, was strikingly beautiful and contained many rich 
and strictly novel effects, full of dash and spirit, remark¬ 
able especially for its peculiar rhythms. If a work of 
equal merit could be exhumed as a lost manuscript, 
bearing the name of one of the old masters, the musical 
world would go mad with pride over it. But as this was 
only written by a woman of modern days, and a French 
woman at that, the German critics were inappreciative 
and rather vigorous in their censure. 
Indeed, the entire Berlin press was harsh and, it 
seemed to me, decidely unjust in reviewing this concert 
of Chaminade’s, which would have been a credit to man 
or woman of any age or school. I am sorry that some of 
their severe comments even got into print in this coun¬ 
try. And I question if one of their own demi-gods, if 
Schubert, Mozart, or even Beethoven, if called upon to 
fnrnish a program of thirty-five numbers, all from his 
own pen, and to perform himself all the instrumental 
CficiLE Chaminade. 
solos, to play one part in all the concerted pieces and 
the accompaniments to all the songs, could have pre¬ 
sented his contemporaries with an evening which would 
have compared favorably with that of Chaminade. 
The criticism, when carefully analyzed, resolved itself 
mostly into: First, the genuine German conviction that 
a woman can do nothing ably, when competing in a line 
hitherto monopolized by men ; second, the race prej¬ 
udice against everything French in general, and French 
mnsic and musicians in particular; and, third, a little 
irritation that the performer had the effrontery to re- 
main single until well on toward middle life, and to 
P08ses8 little, if any, physical beauty. 
Indeed, even Chaminade’s admirers could not help 
being rather disappointed in her personal appearance. 
Except for a fine figure and a fine pair of dark eyes, she 
can boast no physical charms, while her face is unfortn- 
nate!y not in her favor, when seen in profile as she sits 
the piano. An extremely retreating chin, that might 
he called no chin at all, gives it au expression of weak- 
ness hordering upon imbecility, which very much be- 
lie9 her mental and artistic powers. She was dressed 
a wonderful Parisian toilet, a strange combination ot 
>'ue and heliotrope, which ought to have been hideous 
and was charming, and wore not a single gem. D9 
® ®8%nfc simplicity was a great contrast to the much he 
dizened attire of Sophie Menter. 
^ Mile. Chaminade had been obliged to play the pro 
gram given by Fran Menter, the impression made 
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would have been a weak one, to say the least of it; but, 
on the other hand, had Frau Menter been obliged to 
make np her program entirely from her own composi¬ 
tions, the evening wonld have been uninteresting musi¬ 
cally and the audience very weary. Let us give honor, 
then, where honor is due, equally to the greatest of 
female composers and the greatest of female virtuosi. 
A PITCH BATTLE. 
BY HELENA MAGUIRE. 
It was rather a triangular affair ; there was one side 
which held that absolute pitch was quite a common 
affair, that any number of the conservatory girls had it, 
and that the local petted kindergarten system tanght 
it to the younglings “in no time.” There was another 
side holding that there was no such thing as absolute 
pitch ; that even if there were, it was not a thing which 
it would be possible to teach ; that the ability to carry 
about the pitch of a certain piano was not proving abso¬ 
lute pitch to a certainty, as, despite the adoption of the 
international pitch, scarcely two manufacturers nsed 
precisely the same pitch. 
A third faction there was which completed the trian¬ 
gle. This last had a conviction that neither of the other 
sides were right; that each held a little truth, all balled 
about with fnstian ; but as it had nothing better to offer 
than either, side number three was, for the most part, a 
silent factor in the war which went on, simply dodging 
the arguments which were tossed from side to side until 
they lost shape and coherency and were thrown aside, 
limp and collapsed. 
Strange tales were told and stranger defenses put np. 
One, in the heat of argument, was made to declare that 
ideas could really be weighed. One told of a friend 
who when in the country, could tell upon which tone 
the cow lowed, in what key Sir Chanticleer sung his 
merry note, and the number of vibrations to a grasshop¬ 
per’s chirp. Another told of a friend who, at the sym¬ 
phony, could always tell you in what key the orchestra 
was playing. Then an opposite would break in with 
“ Yes, I have known people like that. I sat beside one 
who was supposed to have positive pitch. She would 
murmer, ‘ Ah ! listen to that grand A-flat 1 ’ Or, ‘ Oh, 
what a beautiful E ! ’ But when I got home it would 
not be E or A-flat, according to my score.” 
Another related the following tale: “George Osgood 
was very prond of his absolute pitch, and very fond of 
aiving his choruses the pitch without assistance from 
the instruments. One night Carlyle Eeters.lea was 
accompanist. Osgood gave the pitch, and then bade 
Peters ilea proceed ; but the pianist had scarcely started 
when he I* int<Upted with‘Stop! that’s wrong ! ’ 
Petersilea ventured to remark that that was ,wt wrong, 
but was admonished to start again. He did so, only to 
be stopped as before. ‘ It’* wrong! It 9 wrong . tbnn 7 L director The accompanist, however, proved titissi,«...-r 
or. CMUI. pi.«o 
„po» the cprta of “ 1“*™-“'’ “ “■ 
else.” . , and the positivists became 
So while 
m0re P(>8ltiT*’ “d t ke t iet and grew wise. Every 
the non-commitali. ts I1 t<w,tber “pitch » was 
time this group o mn jumped upon either 
Wa,ke<,dtho -ing ensued, while the 
end, and, behol , g # geat midway between the 
quietists strugg ^ u0 chance for a sensible die- 
lively jolting- whatever. Every one with a 
cuasion °f e ‘ of pltch was buttonholed, 
possible idea on ' hance to observe what a 
and the quiet on^ ^“' ^hjeet prevailed. The 
scarcity of lucid i eas ^ through, simply with the 
magazines were “ • across some stray word iq-on 
possible hope 0 J * * he called the “Pitch 
pitch, until at last 
Battle.” 
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One evening some one had been reading from an ana¬ 
lytical program prepared by Mr. W. F. Apthorp. One 
made a remark as to the clear and concise way in which 
he said what he had to say. 
“I believe we have a pretty good opinion of Mr. 
Apthorp, have we not?” queried one of the non com¬ 
mittals. 
There was a general consent, and some one added, 
“ I’d rather have Apthorp’s opinion on a subject than 
the concerted opinion of the whole cult of musical 
critics.” 
“ Then why not ask his opinion on absolute pitch?” 
asked the quiet one with a smile. 
Well, they agreed to it, and also to take what Mr. 
Apthorp should say as the last word on the subject, and 
the finale to all the discordant warring. 
I fear the one who wrote the letter permitted some of 
the amusement she felt in the whole proceeding to peep 
through. At any rate, I know she said, like Jtoea 
Dartle, “I only ask for information ’’ ; and she got it. 
There came in reply such a full and clear little treatise 
that they wrote again to ask that the letter might be 
published for the enlightenment of all who might be 
hazy on the subject of pitch. A gracious permission 
was returned, and here is what Mr. Apthorp had to say 
of absolute pitch. 
(You will see that the two phrases, “The loose use of 
language” and “relative pitch ” served to clarify mat¬ 
ters for the pitch hattleists to a remarkable degree.) 
Mr. Apthoei’s Letter.—“ ‘ Absolute pitch’ may 
mean either of two things, as the loose use of language 
goes in common conversation. It may mean either a 
certain definite musical pitch, to be expressed in figures 
as a definite rate of vibration per second, or it may mean 
the power of recognizing snch pitch by ear. 
“ In the first sense, there is uo absolute, that ia, in¬ 
variable, pitch recognized all over the mnsica) world. 
The note C, for instance, does not always represent the 
same rate of vibration. It may be a little higher in l’aris 
than in Munich ; a little lower in Bouton than in 
London. There is do universally recognized standard, 
hut nearly every country has a standard of its own. In 
European countries that support great standing armies, 
this standard is legalized and enforced by the govern 
nient for the sake of uniformity in pitch In all instiu 
ments made for use in military bands. 
“ In the other sense, as tar for almolute pitch does not 
exist. By this is meant the power of recognizing any 
note by car, without being furnished with any standaid 
of comparison. The Germans call it * den This 
power is not very common, even among musicians ; but 
a good many, especially violinists, have it. If some one 
strikes C on the pianoforte, without your seeing the key¬ 
board or knowing what note be was going to strike, 
without his having previously given yon the pitch of 
any note in the scale, and yon recognize the note struck 
as C, simply by ear, then yon have ’ absolute pitch ’ n 
yonr head. If, on the other hand, be strikes C and tells 
you it is C, and then strikes some other Dole, which yon 
recognize correctly by rer, then yon have only prov.d 
that von have 'relative pitch,’ for you have recognized 
the note merely by the interval it made with the C that 
was given you as a standard. 
-Borne favored individuals have the ear for absolute 
pjtch in an extraordinary degree of delicacy. Oara 
Louise Kellogg, for instance, ™uld give you Ooyeut 
Garden C, Steinway C, French ‘normal disp^n C, 
ont of her own head, without touching an instrument. 
Mr John Preston bad the same power. But, in common 
parlance, having absolute pitch mean, being .biti to pv, 
you any note you please at the standard pitch of the 
‘country you live in. without referring to any tastru- 
inent.” _> _ 
-Musical language constitute, the highest, the most 
pure and sincere form of hnman thought, the 
wholly separated from materiality or convention Who¬ 
ever arrives at thinking in music as be thinks m a 
familiar language finds bia idea. * 
Urged. This faculty in its full ia reserved for the 
alone, but every real musician has fell its tone-. 
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IDEALS FOR PIANO TEACHERS. 
BY CUBA STANTON ItBOWN. 
First of all, last of all, and above all, the ideal of 
the piano teacher should be to teach music. That this 
is not the case is abundantly illustrated in the work of 
the amateur pianist. The first ideal is evidently to 
teach piano-playing, and, moreover, to bring the pupil 
as soon as possible to the point where he has something 
to show for his study, the something to show being 
usually a facility, a manual dexterity, which, while it 
is necessary to piano-playing, is often acquired without 
an intelligent conception of mnsic. 
The study of the piano is so common because there is 
no other instrument so well suited to music in the 
home. It serves as an accompaniment to singing, as a 
means of reproducing at least echoes of orchestral and 
choral music. Through the piano one individual in 
the home can express the underlying principles of 
music—rhythm, melody, and harmony. But unless 
piano-playing is regarded by the teacher as simply a 
means to an end, how can he expect his pupils to enter, 
appreciate, and interpret the world of beauty, the 
world of art, for whose sake music is? 
The piano exists merely for the sake of one means of 
art expression, art itself being one of the means in 
which the human soul embodies itself and expresses its 
conception of the universe. This is the only true con¬ 
ception of art. It is self-expression by man ; the indi¬ 
cation of his consciousness of the beautiful. It reaches 
its highest when man’s conception of the beautiful is 
identical with his conception of the good and the true. 
I shall not do more than refer to the type of mind which 
sees only one phase of this unity,—this three-in one,— 
os, for instance, the puritanic, which emphasized the 
good and repressed the feeling for the beautiful. We 
have with us all types now, and the undue emphasis 
of nny element produces an unbalanced, unbeantiful 
result. 
The first element in beauty is order, the recognition 
of a unifying law which underlies all expression. The 
appreciation of this element, even though it were instinc¬ 
tive, would certainly place the instrument and the tech¬ 
nical mastery of that instrument below the ideal to be 
expressed through it. At the same time, the very fact that 
it is the lower is the reason for first attacking and mas¬ 
tering it. But to separate technic from the idea of beauty 
is as great an impossibility as to separate any function of 
the mind from the others: as, for instance, thinking from 
feeling and willing-all are involved. And since the 
raison d'etre of technic is the expression of the beautiful 
the two can not be taught separately. 
Discrimination and control of muscles may be taught 
apart from piano-playing and tone-production, but they 
are to besought and acquired for the purpose of tone- 
production. Tone production itself fails of its ultimate 
object if it gratifies only the sense of hearing and bears 
not a message to the man through his senses. 
What has it profited an artist when he has excited the 
wonder of an audience by the facility of his pupil’s fingers 
in scale work, strength in chord-work, memory of many 
pages of notes ? It may profit a piano teacher by bring¬ 
ing more pupils to be trained, more grist to his mill, a8 it 
were, and by filling his pockets. Very well; “render 
unto Casar the things that are Ciesar’s,” hot the artist 
and art are in no wise profited by a mechanical display 
however perfect it may l>e. 
Doubtless there is good in this mechanical drill The 
resniunt self-control, direction of motor activity keen 
observation by the eye, a certain kind of reasoning power 
an intellectual understanding of musical forms, are all 
means to an end. These are the tools An artisan may 
use the tools and produce good, honest work, but art is 
more than that. Art is the free play of the soul’s crea¬ 
tive power All this work must be transformed by the 
alchemy of the mind into a product which bears the 
marks of free spontaneous activity, and the result shonld 
make us say, “how beautiful,” not “how wonderfnl ” 
The artist is the one who is conscious of his creative 
power, and gloria, in it; is filled with the joy of doing, as 
the care-free child ,s filled with the joy of living. The 
perfectly heilthy man is unconscious of his physical self, 
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so taken up is he with the pleasure of using that self. 
It is a joy to walk, to breathe, to exist. So with the 
artist. The sculptor is not so much filled with thought 
of block and chisel as of the figure concealed in the block 
awaiting deliverance at his hands. The painter is more 
concerned with the image in his mind than with the pig¬ 
ments which shall represent that image to himself and 
to us. The musician speaks what he already hears in a 
clear voice speaking within himself. But you say “all 
piano pupils are not artists.” None of them are, except 
potentially, when they come to be taught; all of them 
are from the standpoint that each is a human soul with 
the power of self-expression. Doubtless a large per cent, 
of the piano pupils are wasting time and energy, but it 
is not altogether the fault of the pupils. No one ac¬ 
knowledges this more quickly than the good piano 
teacher; no one deplores it more than he. And until 
more teachers have an intelligent conception of music as 
an art, and teach piano-playing as one phase of a greater 
whole, which must be studied before there can be musi¬ 
cal piano playing, we shall continue to have gymnastic 
feats, vain shows of physical and perhaps intellectual 
skill, but no art. 
To illustrate, it is better from the artistic point of view 
to have the pupil study and play the compositions which 
he can understand and feel. It is all very well to give 
him constantly works which are somewhat beyond his 
comprehension for the purposes of study, because people 
must be led on, but for playing adhere to the other class. 
A teacher’s reputation, an artist’s feeling, the poor, 
dear public, are all hurt by any other course. It is 
small wonder that the mass of people do not love great 
music. To love the best is the result of education, and 
the only way for most people to be educated is by hear¬ 
ing again and again good things well done. 
The good or artistic things are not all elaborate and 
tremendously difficult. To do them well requires 
besides such control of the body that it will obey the 
will, and an intellectual perception of what is to be done 
a conception of something more than notes, muscles’ 
keys, or even tones and forms ; something we call soul’ 
or spiritual meaning, or highest or ultimate end of the 
work, or artistic content. This is the result of creative 
p iwer, which is never exercised except under the con¬ 
ditions of freedom and spontaneity. 
To play artistically necessitates a measure of freedom 
from technic, because technic has become so much apart 
of ones self that it is second nature. Being second 
nator0 it ahonld retire into the background and leave 
the first place to that for which it exists 
In so far as thought of the personal self is present 
either as a hindrance to free expression or as vain pri^ 
“ ,t1 ,e performance, the ideal is obscured. But what 
shall be said of the performance barren of any ideal to 
he expressed ? Let us have art, though it be sfmple and 
crude, and leave artisanship to the trades. 
THE SCALES AGAIN. 
The Importance op Metronome and Accent. 
BY KATE WALDO PECK. 
practice to readers of The ETDDTwrSi70n ' 
constantly reminded of two ' ’ ^ hey 81 
practice .he ery e3sential aids in , 
practice—the metronome and accent p„f k i 
eager and thorough) T “ 8t'UleDt 
keyboard 1 Her f,n ^ np an<t down over 
.Saif™ 80 “ lb« i« 
Heir regular order 'Jut T d<"m' 0V" ">■ «»k, 
play them as fist as lier teacher seems to exnect h 
do. She may continue to practice them in that" 
without accent (unless it be an occasional n **J 
the much abused and neglected thumb) until th’eenTr 
t.me, and if ever her scales sound more brilliantorher 
fingers manage to get over the keys much more ran d 
she may consider it a most delightful accident. % 
Iclaim that it is next to impossible (with the averaee 
student of music) to gain speed without the nee of hi 
metronome and accent. A spasmodic kind of si 
may be gained, which hurries here and stumbles there• 
but Bareness and speed can be gained together only with 
the use of those two co-workers for which I presentniy 
The best hour’s practice I have ever done has been 
spent upon one group, say of eights or nines, stopping 
each time on “two,” and pushing the marker of the 
metronome down one peg at a time. When you can play 
the first group at one hundred, take the second count 
alone, stopping at three each time. Take one and two, 
over and over, working gradually, with the metronome 
mark higher and higher, until you are finally able to do 
four octaves np and back with every strong accent 
exactly with the metronome click. Then yon are sore 
it was worth while, and what seemed before so tedions 
and useless has become fascinating to a degree. Yon 
wonder why no one ever told you how to practice. Ay, 
there’s the rub ! Our teachers think it is above them 
to investigate our methods of practice, or trouble them¬ 
selves to do other than hear us “ play” 1 
Even with the most earnest and industrious of ns, 
minutes and even hours sometimes go by when con¬ 
science tells us they have been worse than wasted, be¬ 
cause onr thoughts have been here, there, and every¬ 
where. Just here the accent and metronome will 
strengthen ns, for you must hold your attention npon 
that incessant “ tick, tick,” else go distracted through 
the lack of sympathy between pendulum and finger. 
Teach ns how to practice, and our playing will take 
care of itself. 
TOO MUCH “THUD!” 
BY HERYE WILKINS. 
Musical critics and others who are wont to discuss 
methods of touching the piano seem never to take into 
account the wide and marked differences which exist 
between the various sorts of piano actions. The writer 
was once seated in the old Academy of Music in New 
York, listening to a piano recital by a well-known 
artist. A distinguished American musician and piano 
teacher sitting near was heard to inquire of his neigh¬ 
bor, “ What piano is that? ” and on being told the name 
of the maker, replied, “ I do not like it; there is too 
much thud to it.” To connoisseurs this word “thud 
expresses the effect of the woody knock or bump which 
in some pianos precedes or accompanies the tone when 
a key is sounded. 
This sound can be detected in all pianos, but vane, 
greatly in its prominence relative to the tone of the 
strings; sometimes the thud sounds so strongly as to 
seriously impair the effect in spite of the utmost skill m 
touching on the part of the player. 
There are great differences in the elasticity, ft* on>' 
and responsiveness of piano actions. 
There are also many names for actions, according 
the type or model, such as the Erard action, soca 
the Brown action, the English action, and others, 
each has its peculiarities as to the weight of re8is a 
to the fingers and other features ; each has its ad van 
and each its disadvantages. . 0( 
There are several elements in the construe ion^ 
actions which influence their qualities in convfy1®.^ 
intention of the player so as to secure an exp 
result. 
We say in general, speaking of a given action, th* ^ 
or that it is not responsive, but we seldom or nev 
for the reasons why. There are some actions UP°®. ^ 
it is impossible to play with any shading; e^C^9ll0t 
must be loud or else weak and muffled, for the m > 
perfect; and, especially, there are many action- 
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.he tone will respond only to a blow upon the key ; on 
sucbau action any “caressing ” touch will be tried in 
vain and delicate nuances become impossible. 
There are various matters, aside from the hardness of 
the hammers, which influence the responsiveness of an 
action One of these is the balancing of the keys. . This 
should be so arranged that the key will yield readily to 
the slightest touch, and return to its level when released 
with promptness, but without hardness. Snch an action 
will be free but elastic. 
The thud which is more or less evident when the ham¬ 
mers strike the strings in playing is partly due to the 
consistency of the hammer felts, which may be too 
soongy; hut the principal reason of all is that the scale 
of the piano is so drawn that the hammer touches the 
string at a node, whereas it should touch in the middle 
of a loop, or half-way between two nodes, where the 
awing of the string is greatest. The great desideratum 
in the touch and action is to hear the tone welling forth 
when the key is actuated with free and true vibration, 
and without delay, for, in some instruments, after the 
key is struck the string seems to waver and seek to 
steady itself before settling down to the proper tone. 
The method of touching employed by the player has 
also an important bearing on the desirable mitigation 
of the thud and the prompt and true response of the 
strings. 
A touch which is rigid, spiteful, or which is given 
by worn-out or disordered nerves can not be good, nor 
can the best tones be produced at the piano by motions 
which are obviously irrational and unphilosophical. 
The motion of the piano keys is np and down, and 
the motions of the finger-points in playing should be the 
same. The so-called shutting of the finger or of the 
hand in playing is not rational, for the tone is thereby 
produced and discontinued by a continuance of the same 
motion. The release of the tone and of the finger ought 
to be by a motion contrary to that by which the tone is 
produced,—down for producing the tone, np for releasing 
it. By the shutting method the finger is first extended, 
then suddenly curved inward striking the key and re¬ 
leasing it in its flight. This necessarily results in in¬ 
equalities of tones, since the fingers are of nneqnal 
lengths, and, of course, they describe arcs of unequal 
circles in making the “shutting ” motion. The thumb 
also, being of totally different pattern and use to the 
other fingers, can not be treated like them, for the fiDgers 
produce tones through the use of the flexor muscles, 
while, on the contrary, the thumb produces its tones 
through the downward effort of the extensor muscle. 
This is a good argument for the sole nse of up and- 
down motions in touching the piano, and opens the way 
to a consideration of the various soits of touch required 
by different composers for the piano, for, as every one 
will have observed, the predominant attitude ol a com¬ 
poser as regards tone and effect is always unique and in¬ 
dividual, and demands an appropriate attitude and 
special control from the artist who will perform his 
works properly. For examples we may specify Liszt, 
Beethoven, and Chopin. The modes of thought, the 
style of compositions, the ideals of musical effect, and 
the inner life of these three men are each widely differ¬ 
ent to the others. Liszt has less regard for purity of 
tone and greater desire for glittering effect; Beethoven 
‘s the expounder of logical thought and inspired discus¬ 
sion of themes; Chopin is the apostle of suavity and 
seusuoasness, forbidding rudeness of attack, yet demand¬ 
ing great power of tone under absolute control, avoiding 
nil harshness. 
And so the Liszt student must learn to meet the de 
ninnds of Liszt’s mnsic and to play it with the glitter 
■ng brilliancy and the sonority which is required. 
Beethoven must be studied in great detail to observe 
Punctuations and accents, groupings, and discrimina 
i'°ns; where, amid many concurrent voices, now oue 
anl now another predominates ; also to discern the 
psychic import of his ideas and follow critically an 
“Ppreciatively all the logical sequence of ideas, and the 
characteristic, and often wonderfnl ingenuity ol tlieir 
forking out. 
Chopin ought to he approached with diffidence by 
line tenths of those who play the piano, for only those 
piano without ever striking it, and huw to produce a large 
and ethereal tone,—one which shall fill the air and travel 
far,—hut without any hammer sound ; those who can 
appreciate Chopin’s extraneous and incidental har¬ 
monies and the hidden voices in his accompaniments— 
only these are woithy to make a humble effort to realize 
or make real the ideal which is hinted at on his printed 
pages, for his notes are only a skeleton, which must lie 
clothed with flesh and blood and endowed with the 
breath of life and given a soul and a mind out of the 
soul and mind of the artist-performer. 
Other composers, too, have their individual traits. 
Schubert, Mendelssohn, and others, all and each make 
peculiar demands upon the pianist, but they, too, shonld 
be played with purity. To display the thud sound in a 
piece by Liszt is excusable bot not necessary, and it 
would be well if those who offer to play Beethoven's 
music in public would learn to invest it with the same 
charm and melody which they give Chopin and still 
later writers. 
The demands of tone-prod action are so great as regards 
purity, power, and shading that the thoughtful student 
will continually seek to acquire that freedom of motion, 
combined with absolute control, which will enable him 
to reproduce at the keyboard all the myriad effects 
which the great masters have thus far conceived. This 
is how and why “ Art is long.” 
GROWTH. 
IIY KUASCKS Y kolilKMiK. 
HOW TO INTEREST CHILDREN. 
by e. j. dkckvek. 
One of the problems which constantly confront the 
teacher is, How can I keep the child interested ? Most 
teachers will admit that without interest there tan be 
no enthusiasm, and without enthusiasm music study or 
any other study becomes a burden, and the music hour 
one of torture. It must be recognized, first of all, that 
music is a beautiful art, which chiidren on -demand 
and eniov aud not solely a mathematical science to be 
measured by rule and compass. Tbe child should 1* 
amHoached on tbe melodic side. Children love melody, 
Xy can not thrive without it. Exercises ^ofcourse^ 
S if not indispensable, but tbe, should be given in 
X form of melodious studies. There are man, very 
5— ones available. »£* 
^ thZl^ “bo^bic doses, taken -a,, 
m prescribing foehn wd children 
and often. Nobitter when token 
find scales and finger exercises 
in the raw stofo- .bould ^ ^ wbieb, 
In regard to ^ (lirect,y under the 
in addition to ^ect pic which .red' 
fingers. It is “““ .yric. Children love 
scriptive rather • strongly dev. 1- 
9torie8; ZZT^•- r 
oped’. “d to “ childliood's happ, bourn. ' 1 < 
especially adap whicb i» tuneful and not 
the teacher select a P , pretty st<uy. 
trivial; then "“"J^.rleL ” (Child life) of 
Take, for exampl , d Album’’ Album of 
Kullak, or Schumann inexhau»tit.le 
Youth). But the latof g,ntert,l children U to tech 
Another excellent way decides that they 
them to wnte0°*„f instruction 1 hi* 
must be given w( the First, it impresses t->»1 
nlan has a twofold obi* cold's mind Second, 
relationship* more deal —surely ■ t00*’1 inlPor 
it develop* the thinking fa , broader cnltureio 
writer has found it abo7t tbe great 
BmS'eI»hP^' ,be^£r‘by0Xn oTX -•*- 
a? JKSsL? Cs: 
“Wimustlook forward or die.” Tbe " wine of 111*'' 
is the sense of progress, of growth. 
This is especially applicable to tbe study of music. 
It is absolutely fatal to all chances of socccm in the 
musical life to stand still. Of all tbe ways and means 
by which growth may tie promoted in this, our chorea 
work, it is tbe writer's intention to refer particularly to 
the aid of book*. 
It is not creditable to tbe profession that many of its 
members will not examiue or even "look over'1 new- 
musical works which bear upon both elementary and 
advanced teaching. It ia not uncommon to meet teacher* 
and students of music who tell us they have no ttrne to 
read. 
To read that which interests us l* a good ml*, hut wrt 
must endeavor to widen our internal, la-cause the tempta¬ 
tion is great to read only that which deals iu some way 
with one's specialty, and it la often said of musical per¬ 
sons that “ they know music, but they know nothing 
else.” 
It is not in tbe line of growth to concentrate all our 
energies iu one channel to the exclusion of the host of 
other subjects which should claim equal attent ion Thc-ra 
are other departments of art; there ia ai ienc* and philo¬ 
sophy, and foreign languages-subjects innumerable. 
We must lx-ware of the loss of Interest in gnu*at coUtrr. 
It is not necessary that a musician should become a 
close student of oilier than his own art; It is not t«h 
null but practical knowledge that be needs. The 
scientist should know something of muMc, the musinsn 
something of science. 
No time for reading i* urged by many who cheat them- 
selves into this belief. Bight here the need of being 
systematic most be emphasized. W ben w« consider lb* 
lives of some of tbe world’s linsieat men. snd tbe thou¬ 
sand and one things for which they find time-bonnes* 
activity, philanthropy, politb*. and perhapi, as merely 
“a side issue," the production of wbsl sre often con¬ 
sidered by the |mWic to 1* literary gem*, sod we resits* 
to what advantage time can ha utilized uhrn there it a 
right and systematic arrangement of It 
The influence of books lu purifying U.* taat* snd *Je 
vstiog tbe character t* very great, life t» a(U* - pro- 
.»ic and it. daily seem.* c.mmonplao*; and w-.ll- 
chosen hooka elevate our Meal*, b ad to a Iwtter apprecta 
tton of that life and all It* interest*, ami strengthen oat 
personality. For example, what teller of U». Browrn; 
tog’s delicately refined poem, “Aoroi. l*K*. 
J find hi. nature tnne.1 thereby to a htgbe, standard. 
Homer, Shake;*-re, I’M* 
U, general knowing*- that cnltnre which strength**' 
personality U is .corn the MM J* 
vE and ennoble, hi. ideal. Mk. him to more truly 
iDHXmng once more to the ternptot ioa f^muly 
book, hearing on a sohject, 1 am reminded of tire fmt 
„,.t too many sodW Mtelmtote of ts 
literature, and are “* 
^' MyVfaBtpito is for a thorough and careful stMy «f 
are H ter slurs of -Mr. X-USbZ 
general knowledge to sorb ..Uni re mat U^M **£ 
X end that our growth in character ami reml may »■* 
r of the greatest of ediwalicnal power*. We find. SrSTvSLfs re. .P re -re-re' 
. linn * neerewity of thinking before doing, a need 
T iTreanre ariddeterminatinn- all ,w»Ur. .M-h 
JellTto broaden and strengthen ri-racter . 
J, mtistic side theta U an app-1 * # «*** 
sod beet in humanity. 
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A TALK TO STUDENTS. 
BY EBNF8T T. WINCHESTER. 
Ik there Is any one profession to acquire which it 
takes au endless amount of hack-bone and grit, it is the 
musical profession. 
There are so many discouragements to the young musi¬ 
cal man, of a nature not encountered in other lines of 
art, that they at times seem almost insurmountable, 
lhe writer, addressing these words especially to stu¬ 
dents, does so with the remembrance of his own student 
days fresh in his mind. 
Nine lathers out of ten discourage their children from 
taking up music as a profession. Why, I have always 
been at a loss to understand. To he sure, there are 
many ‘scrub” musicians; many make most dismal 
failures ; very many lead a very precarious existence. 
But is this not so in every profession ? In every case 
where failure is made it may he traced to some fault of 
the sutlerers. Those who do not succeed have not, as a 
rule, persevered until they reached a pcsition/where they 
could command respect. They have not aimed for the 
topmost round of the ladder. Musicians of this type 
are being constantly weeded out, which makes good the 
saying, “Plenty of room at the top.” 
It takes a long, long while to reach the top, or even 
to get in sight of it; but it pays to make for it. A ship 
would never get anywhere if it did not steer for the 
harbor. You young musicians are the ships sailing 
upon the ocean of musical life. Have somegoal to reach. 
Do n’t.be shiftless and wander about aimlessly. Have 
a rudder, and use it well. Have an object in living, 
don’t “just stay.” You have work to do in your life 
and you must prepare for it. 
Do not be a jack-of-all-trades and a master of none. 
Be a specialist. In the small towns the “professor ” of 
the place is the man who can play (?) any instrument 
from a mouth organ to a steam calliope. The artist, 
however, is invariably the man who makes a specialty 
of some one instrument, or of the voice. You can not 
be an expert performer upon the violin and at the same 
time play the organ scientifically. Either instrument 
wonld take every minute of your practice time, to make 
any headway at all. These are days of specialists, 
not only in the musical profession, but in all lines of 
thought. 
Do n’t wear long hair as soon as yon enter a conserva¬ 
tory. I know you at once feel “professional,” and I 
know a great many of your fellow-students will be 
making a specialty of cultivating their “ flowing locks ” • 
but do not, my dear brother, make hair YOUB specialty’ 
\ onng physicians usually attempt to grow a luxuriant 
beard before they begin their practice. There is some 
excuse for this, because they must look mature and 
wise in order to gain the confidence necessary to the 
successful pursuit of their work. Long hair, however 
is not necessary to our work, although many of us seem 
to have a delusion that it has been considered as a 
neces«ary adjunct to our art. 
Do n’t try to look odd. Why should yon ? You are 
an ordinary human being gifted with the divine spirit 
of music in your soul, and having the power and ability 
to give expression to it. You need to have the air of a 
professional man ; you will do just as good work with¬ 
out being looked upon as a freak. 
We musicians have had the name of “knowing 
nothing but music.” That day has passed. The musi¬ 
cian of to-day who has standing and prestige must be 
educated and refined. 
At the beginning of our conservatory or college 
course we at the very start meet with a discount 
ment. After years of local training we apply at one of 
the conservatories for admission. Our ardor is immedi¬ 
ate y cooled by the reception we get at the office of the 
institution. This has always seemed to me to be 
unnecessary. The person in charge of the college office 
should be possessed of a kind heart. I have had quite 
a thorough experience, and in almost every case the 
°k 0<ECe maDager> tok« especial pains to 
bJittle the beginner, and to make him feel that it will 
be a very great favor to accept him at all, when really 
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the life and success of the institution depend entirely 
upon the number of pupils it can secure. 
I do not claim that the beginner should be un¬ 
duly encouraged; but medical colleges encourage 
their applicants ; so do all the institutions of learning— 
except the musical. 
I well remember my first appearance as an humble 
applicant at a conservatory. The atmosphere of the 
whole place, from the porter who opened the door to 
the secretary in the office, seemed to be at freezing 
point. Do not let your first impression on entering a 
conservatory take the ambition out of you. Remember 
how many of us started before you. You will be made to 
feel that you are a very inferior mortal, which, musically 
speaking, you are. But as you begin to show that you 
are in earnest, and are there for the sole purpose of 
learning, an interest will be taken in you by your 
teachers and the friends which you will make. Your first 
impression of things, although by no means groundless, 
will really make you see your proper place as a student. 
I learned to love my college life, as every earnest 
musical student does. 
There are discouragements through all our lives, and 
difficulties to overcome. Beethoven had a deal of 
trouble in acquiring the noble position which he event¬ 
ually won. Handel, too, traveled an up-hill road to 
success. His father bitterly opposed his idea of becom¬ 
ing a musician. Young Handel persevered, however, 
amid some very trying surroundings, and to-day his 
name is immortal. Some of our noblest themes are 
from his pen. Richard Wagner had troubles all his 
own. His parents were determined to make a lawyer 
of him, and started him on that track. Richard got 
side-tracked, however, and reached the end for which 
he was undoubtedly created. What lawyer of to-day 
would not give up his legal work and become a musician 
if he I-neui—absolutely knew—he could do just what 
Wagner did ? 
John Sebastian Bach, the name most familiar to all 
organists, was another persevering genius. Bach, as a 
youngster, labored under difficulties which would make 
music seem utterly out of the question to most of us. 
or instance, he used to engrave the copper plates from 
which his compositions were printed—a task most trying 
k TB' nl1" Wanted 8°me mauuscriPt once which 
^llowT inSt°Pher h8d’ bDt Which he would not 
ud his mffid 1 1 t0 nSe' The y°nDg man had made P his mind, however, that he would have them. He 
used to steal up to his brother’s room, night after night 
and copy the manuscript by the light of the moon 
To those who are poor come the real hardships in 
acquiring a college education of any sort, especia fv n 
™. Free scholarships ghj IZ 
have exceptional talent. 
I know of a young lady for whom I always had the 
sTJdT4 fbDg °f respect and admiration. She pur¬ 
way tbrouah r " the C°“8er^’ and paid her oTn 
Z Sir. yearS °f the barde8t kind of Btrng- g g. She lived in a small furnished room and tutored 
a few pupils ,n French ; in the summer she acted S 
waitress in a sea side hotel. Through these 
ehe paid her way, and this brave girl t to X “r 
our foremost concert and church siifgers An0th ^ 
suits." 
«.«on,, hr„t, «« 
and labored under the disnrU. 0 Pnrsue his studies, 
with the English language Wensed Unfamiliar 
nonnee his words, and after three X ^ P hlm pr°' 
eame out decidedly on top I, no/thT "°rk h* 
those who are just now finding the w 
for day when night isXnS.” r°Dgh ? “ L°°k 
chX^X'oXwXX’paJeTts^"”7 8tndeDts who 
ery beds of ease ” VhTs X J J ^ 8ail on “ fl°w' 
aTa.,y attends the ^ 
bj hartlgto 'Xirte ”h° *ot h,m‘ 
Mendelssohn. He was of con^ ““‘C 1 might men«on 
M’ of course, a thoroughly earnest 
student, as his glorious life afterward proved u 
a,JS b.„ 
The success that is the most satisfying, the 
lfying, is the success which comes by hard work X™ 
our days of training. He is the true artist J ?g 
withstood faithfully all difficulties as though gnidll T 
some bright star in the distance which has ever 
oned him on to better work, though his life may W 
been often guided through mist and gloom. A life 
spent in the musical vineyard, it seems to me mast in 
the end come to a beautiful close. 
CHOOSING MUSIC AS A PROFESSION 
Wk often hear the question, “Am I fitted for music?” 
and also such expressions as “ I have a good idea for 
music and should be successful if I only had a chance " 
or I wish I had studied music when young,’’etc 
We do not understand, says the “ Metronome,” why 
any one should waste his or her time in vain regrets of 
this kind. If a person is gifted with musical genius, it 
will coiue out in some form in due time, but it will never 
seek those who are constantly sighing over lost oppor¬ 
tunities. So many men and women rush into the musi¬ 
cal field who have no ability whatever that it is no 
wonder that we are overcrowded with the hundreds- 
yea, thousands—of half-educated instrumentalists and 
vocalists. They choose the musical vocation not be¬ 
cause they have any talent, but because they want to 
shine above others, and foolishly imagine that a musi¬ 
cian s life is an easy one. They are so carried away, too, 
with sell-conceit that they really think that the musical 
art would suffer without their aid. 
No one is fitted for music who is afraid of work, and, 
no matter how high or how grand may be one’s ideas of 
the art, he will fall flat unless there be something prac¬ 
tical in the person himself. The number of people who 
would have “startled the musical world” had they 
been blessed with opportunities “ when young” would 
probably go away up into the thousands in this country 
alone! Perhaps it is wise that they were deprived of 
studying the divine art in their youthhood, for just 
imagine how we should be overrun with musical 
geniuses now had they been allowed to develop their 
wonderful gifts ! 
BLASTS FROM “THE RAM’S HORN.” 
— Activity is safety. Inaction is danger and death. 
Work, or die. 
— Whatever the heart does is done well. 
— Failure is the guide that often leads us to success. 
— Some men blow their own trumpets by praising in 
others what is most conspicuous in themselves. 
— It takes an independent thinker to go hunting foe 
new ideas. 
— If you can’t swim, never wade in unknown waters. 
— Education is a mental mariner. 
— Character is the mirror of thought. 
— Effort converts the ideal into the real. 
— The man robs others who does not make the best o 
himself. 
— To get the good out of the years, we must lea111 
how to live each hour well. 
Be what you want others to think you are. 
— The development of the best within us is offend 
due to our failures than to our successes. 
— The man who makes no mistakes, makes no progre**- 
— Laying the ax to the branches instead of “ r0° 
of the tree ” will not keep new ones from sprouting. 
Investigation is a cure for prejudice. 
— The happiest people in the world are those wlw are 
at rest from themselves and at work for others. 
" Are you in earnest? Seize this very minute,^ 
What can you do, or think you can, begin it. 
The man who thinks, leads the crowd. 
The man who lives for a purpose, helps give of 
a purpose for living. 
The big “ I ” sees everything but himself. 
It is a pregnant adage which says, “If yoa °e 
do what you can’t, you’ll never do what yon can. 
HOW TO BECOME A COMPOSER. 
BY C. FRED KENYON. 
Most proverbial sayings, whilst containing much 
tmth, generally considerably overstate it. For instance, 
we have often heard that “a poet is born, not made”; 
hut, as a matter of hard fact, a poet is both born and 
made. The greatest imaginative genius on earth never 
wrote poetry without having studied the comparative 
values of the sounds and the meanings of words, the 
different meters and rhythms, and the thousand and one 
technicalities which make up the poetic art. And it is 
just the same with the composer. A great composer 
must, in the first instance, be born with the power of 
creating great music ; but before he can become a great 
composer it is necessary for him to go through years of 
hard work and steady application. It has many times 
been proved that to become a great composer it is 
absolutely necessary that one should acquire a wide and 
full knowledge of harmony, counterpoint, and orches¬ 
tration very early in life,—probably before one is twenty 
years of age, and certainly before one is twenty-five. 
In the present article I do not wish to discuss “great ” 
musicians, but merely those who, by means of exercising 
the originality or ingenious fancy with which nature has 
endowed them, are able to write pleasing and melodious 
pieces which may charm away a dull half-hour. 
At the very outset, let me say at once that it is possible 
for any one possessing musical abilities slightly above 
the average to compose pleasing and tasteful music if, 
at the same time, he have, in a small degree, the power 
to create. The reason why so many really musical 
people never attempt composition is simply because they 
are unconscious of their own powers in this direction. 
Let me give a few hints, by following which the would- 
be composer may overcome the difficulties that lie in his 
path. 
First of all, then, it is necessary that he should 
possess some knowledge of harmony. It is not neces¬ 
sary for him to enterinto a long and arduous course which 
may take him years to go through ; but it is essential 
that he should master the elements and first principles 
of the science in such a way that he can never forget 
them. A thorough grasp of the principles of harmony 
is as necessary for composition as a knowledge of gram¬ 
mar is a sine qua non for writing and speaking correctly. 
When this knowledge is once acquired, the initial, and 
the most tiresome, difficulties are overcome. People 
have often said to me : “ Sometimes a pretty air comes 
into my head ; I hum it over, and then it is gone for 
ever.” When I ask why they have not at once written 
it down on paper, and so preserved it, they invariably 
answer, “Oh, I don’t know enough about music to do 
that. I wish I could write down the melodies that 
come into my head. I should be a real composer then.” 
I have not much faith in those who manufacture 
tunes at the piano. They bang the instrument about 
until they produce something resembling an air; they 
examine it, turn it upside down, and lo and behold ! 
*bey have composed a melody. This kind of thing 
destroys all spontaneity of thought, and any originality 
the would-be composer may possess is invariably lost. 
musician ought, most certainly, to learn how to write 
down his ideas without the aid of any musical instru- 
ment, and if my readers will adopt the following 
method, they will, within a short space of time, be able 
do this. 
It is necessary that the student should accustom him- 
to the difference in pitch between any given note 
and any other note. He will do this best by playing a 
note on the piano (say middle C), and then playing the 
'rd> fifth, and octave. He must then sing or hum 
.ese notes, and after he has learned the difference in 
P'tch that exists between them, he must proceed to 
***** the more difficult intervals. To a student who is 
eally musical this is a matter of a few days, or, in some 
8 few hours’ study only. In fact, it very often 
8Ppens that the easier intervals are already mastered 
fy 'fie student’s ear in the ordinary course of his piano- 
0r*e practice. When all the intervals are mastered, it 
°f!fit to be a comparatively easy matter to hum over 
an ^ tune at sight. The student should do this 
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slowly and carefully, correcting himself by the piano 
when he finds he is going wrong. More difficult aim 
involving unusual intervals and strange rhythms, he 
will find need closer study ; hut if he fail to sing these 
immediately at sight, he must not be discouraged, 
but must persevere, and within a comparatively short 
space of time he will be able to sing at sight the most 
difficult airs that have been composed. Fiom reading 
melodies to writing them down on paper is an easv step, 
and with a little practice this will soon be accomplished. 
And now comes the time when the student will be 
able to compose his own melodies and write them down 
on music-paper without any previous seeking for ideas 
on the pianoforte. I do not wish to infer that it is a bad 
thing to extemporize ; as a matter of fact, it is a very 
useful accomplishment, and often serves to develop, in 
the first instance, any incipient talent for composition 
that the student may possess. Again, it is qnite legiti¬ 
mate to use the piano to develop a germ of melody that 
comes to a composer’s mind; indeed, this has been 
done, and is done, by our great composers. The evil in 
using the pianoforte as an aid to composition is when 
a composer deliberately attempts to manufacture a 
melody by haphazard playing. 
It is quite possible "for a musician to copy the works 
of another composer without the slightest intention of 
so doing ; so that, if at the outset the young corapow r 
finds that most of his melodies bear distinct signs of 
relationship to other and better known airs, be must not 
be discouraged, for until his own individuality is fully 
developed he will find it somewhat difficult to strike out 
in an original line. Plagiarism in mnsic is very fre¬ 
quent, but in nine cases ont of ten it is qnite uncon¬ 
scious. I have known people publish songs that bore a 
quite painful resemblance to others published yean* 
before, and when this has been pointed out to them they 
have been overwhelmed with surprise and confusion. 
en the student is able to compose and write down a 
ody with a fair amount of ease, he must next turn 
attention to the construction of his harmonies. It 
be seen at once that it is much more difficult to 
n to remember the sound of three or four different 
■s played together than it is to remember the sound 
hese notes plaved consecutively. But it is quite ». 
sssary for the young composer to know the sound of 
tten chords without playing them, as it is for him to 
w the sound of a succession of written notes, 
he reader may ask: “What shall I F-n by sH 
.* What good will this composing do me? How 
111 benefit by it? ” You may benefit by it in many 
,6 it is not, of course, desirable that you should be 
, compose in order that yon may tere yonr friends 
acquaintances by showing them each new piece a* 
ies from your brain. No! The advantage you will 
ve from the art of composition are greater and better 
. that First of all, the acquisition of “>« mrn 
nic will teach yon to undemtaml and 
k8 of the great ^ 
a was before P«® ^ fresh interest to ymir 
able to compose music will a 
dly, it is quite possible tna j # little 
»r \r «>• 
e Part,cnlar ‘ * ,iM of publishers: but it sorne- 
»rto »ttrac* tk 1Ililr distinguished amateurirake* 
es happens that a q i0BofM nBprotenttou* 
ipular success by tb* p f mT readers 
ag likewise, provided ^ ^ roncl0,ion. let me 
jnalitv, and perse , ,t the on tee t. yon 
jure you not to 1* ■  flwi th„ yo„ 
1 composition a dl<hcal‘ Jy rt*t'a*tefied that yon 
e to force yonr ideas. . • ^ .f yo0 have half 
e no talent for ^,Dp*,lyonr persist cut effort 
n»d chaotic melodies in y jt|) *,<***. and 
«„nd to reward vou in the end] ^ f,on, jour 
n if you dY?t^2£ fi- 
iranr«b.TyouXfforta fi^^Tia- (Wing tb*>j way or other. 
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SUGGESTIONS TO STUDENTS GOING ABROAD. 
BY TllAl.KilN BLAKE. 
The time is rapidly coming when advanced *1 intents 
of music will cease to go abroad Ur “ finish.’’ It i« 
really not necessary at all; but it has liern customary 
to do it so long now that, like moat habits, it ia very 
hard to break np. 
Indeed, may not conditions an change that America 
may attract art student* from abroad ? 
We have practically led the world in engineering, 
in electricity, in dentistry, in upplied mechanic*, in some 
branches of science, and in many other things, and why 
not, sometimes, in liteiatnie or art ? 
It will take time—it may be a great d«d «f time- and 
much bard work, but there ia nothing to prevent it. 
I do Dot condemn any one fur wanting to go abroad, 
however; hot my reasons for that may be different from 
others. Whoever goes must lie benefited by the ex¬ 
perience of travel and the incident* of life among a 
foreign population. They grow iuu-Uectnally, bewtue 
broadened in their views, and may assist in reducing 
that bnmp of egotism about everything American, 
against everything in Uie Old World, that was formerly 
widely prevalent in some sections among elderly, un- 
trnveled Americans. 
This specie* of Americanism, when in Europe,—It ia 
worse away from home,—la peculiar, always aggressive, 
often full of tobacco, loud, uaaal, dora Europe exhaust 
ively in three to six weeks, and brings the Moah of 
sbamr to all quiet, right minded Americans residing on 
tbe Continent. 
But I write to the younger generation, and 1 know 
they could not be guilty of amh provincialism Resi¬ 
dence abroad will teach the young American that, bo» 
ever glorious bis own country is, Europe is past Ore ex¬ 
perimental stage, and was organised, possessing tbe 
element* of modern civilization and art. year* tietore 
Colombo* was bom. The youthful traveler Wo* to 
admire all tbst ia worthy and noble in his European 
cousins, to treat them fairly for all their antique. Old- 
World notion*, and at the same time t» enabled to arm* 
at a better understanding and appreciation of tht* grand 
oountry,—not after a croda, Irigoted fashion, but liber¬ 
ally, justly, hopefully, and patriotically. 
Are yoo, myyooug friend, studying muaictofit y«ur 
self for teaching? Then you can get Jnet as good tn- 
«truction in America aa in Europe. Hie facilities b«* 
are excelled; tbe leading Where are a* learned, ml 
tured, and refiner! as can he found anywhere. Tiny 
tine the best methods and the b*»t pianos, end they 
know their bownes* thoroughly. 
Under on* condition only, from a mtwical point view, 
do I concede that any advantage tan lie gained by going 
to the Continent,—nay, in far t, that it is advisable to g. 
If you actually pos-roe the talent and the strength of 
miod and will to make • Kr»a‘ vocalist o» IneUanrentsl 
ist. then I think yon can gain something abroad for year 
trouble and money invested. 
D<, uot think that bocaose you believe you have Uit* 
wonderful ability that, therefore. y«n do have it. Like 
your private check in a *trang* city. It t* not good ua W 
it i» certified. , 
If you have been approved l>y r»tn]*<*n1 judge*; If 
vou have gotten all that yon ran ha** ; if yom have the 
money ; if H*0 M ‘b""- “*,d on,U ,b*" 
vou possibly get anything out of lb* KWM 
'.on be able to aaMst.v tbe reqniretnenta, and d*r*te to 
go be *ure yon have gomi letter* of introdnni.ro,- for 
without them yon may *»* belpW ^ 
to . little more than meet all rrotonabl,««,oa*e wttWt 
worn and emharwroment on yonr part. It 
more than popularly suppoeed to etndv anywhere in 
™ d i, i, , nnd fot, indeed, not to W« that 
Siuio^et th"" Furthermore, I would -ri 
oX to go to *t«dy, under any «rrwro»ta***S if 
Wr with jVp«or It i* 
nwa’s etjvnglh. and those - bo nnl..rtu»lelj pwrow* 
1 ran mart era to their own amWUon 
br£TroTiid.l find- aside from m»*ir, the trip mat 
, one ci—t. and the time and mooey •prod this 
m*v he very remunerative, fot travel ia a I berol 
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WHO ARE FADDISTS? 
l*aper read before the Convention of the Illinoia Mueie Teachers’ 
A notation, Quincy, IU., June 28,1899, 
BY MRS.-EMMA WILKINS GUTMANN. 
A PAD is a trivial fancy, adopted and pursued for a 
time with irrational zeal. It may also be a matter of no 
importance, or an important matter imperfectly under¬ 
stood, taken up and urged with more zeal than sense.” 
Such is the definition of a standard authority. Jean 
I aul luehter, whom Schumann so often and so lovingly 
quotes, said the education of his day resembled the 
Harlequin of the Italian comedy, who comeson the stage 
with a bundle of papers under each arm: “What do 
yon carry under your right arm ? ” he is asked. “ Or¬ 
ders,” he replies. “And what under your left arm ?” 
“ Counter orders.” That Harlequin was a faddist. 
Unquestionably, there are many who are wide awake 
to the inefficiency of ill digested methods and are look¬ 
ing anxiously fora remedy. The only cure that exists 
is knowledge. A teacher who does not long for more 
knowledge, and who does not realize the importance of 
his mission, need not expect to be successful. But we 
most bear in mind the vast difference between knowl¬ 
edge and information. This is a distinction that the 
faddist does not realize. He hears of a new method, and 
immediately hurries to learn it. After investigating it 
theoretically, believing that he comprehends it, he be¬ 
gins to teach it. 
Now, it is not possible to teach ideas effectively, no 
matter how simple they may be, withouthaving rediscov¬ 
ered • hem for one’s self. A theory may be presented in 
such a light, and its truth may seem so self evident, that 
we think it needs no demonstration ; yet it may be found 
utterly worthless upon practical application. The true 
student of teaching will make these demonstrations for 
himself, accepting the authority ofnoone. He will con- 
stantly seek for the newest and best, yet all the time the 
sifting process will be going on. We need more quality 
and less quantity in teaching. 
Here, again, our faddists come in—teachers who are 
anxious to impart all they know in as short a time as 
possible. It is often the case that overzealons people 
who are so fond of imparting have very little knowl¬ 
edge but a great deal of information. Such, who have 
not the right idea of edneation, are prone to take up 
everything new, thinking that as all their ideas are 
exhausted, they should of necessity obtain new ones 
Xow, without a great amount of knowledge one can not 
have quality, because this implies the ability to select 
It is only by knowing other things that the mind 
knows any one thing.” I remember hearing of a mother 
who aaked a certain superintendent of schools if her 
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cation were faulty because they did not make a scien¬ 
tific study of child nature. There have been many 
educators in the past, thongh comparatively few in the 
field of music. Even with these the tendency has been 
to separate the spirit from the letter. Socrates says, 
“The duty of education is to give the idea birth rather 
than to communicate it.” 
Most teachers can understand the feeling that actuated 
Pestalozzi to say, “The contrast between what I would 
and what I could is so great that it can not be ex¬ 
pressed.” There was a man who would have been called 
a “faddist” in his time, had the word been coined. 
The principle was glorious, his aim the loftiest, but 
his teachings were in many instances ineffective from 
lack of system. Nevertheless, as is the case with re¬ 
formers in general, his life of sacrifice was not without 
fruit. It was he who inspired and influenced Froebel, 
who gave us the Kindergarten thought, calling the child 
a plant, the school a garden, and the teachers gardeners 
of children. He may be said to have systematized the 
ideas of Pestalozzi. 
This same system, or rather the principle, is being 
used in all branches of education, including music ; and 
while there are objections to the system itself, the prin¬ 
ciple is accepted as truth. 
We all know that to become a musician, and especially 
a public performer, a great amount of control and deter¬ 
mination is necessary, which results only from discipline. 
Here, again, is a danger from faddists. They take up a 
new method without considering its educational value. 
Often one idea, which in itself may be good, is taught to 
the exclusion of eveiything else. This is sometimes 
used as a means for display, with no other than a finan¬ 
cial gain as the object. Professor Halleck, of Yale, says : 
“ Any one who can show an old thing in a new light is 
always sure of a willing audience. The genius is he 
who shows us something new in an old thing, so that 
our attention is again turned toward it.” 
It must be acknowledged that the busy teacher finds 
very little time to look into new theories and keep 
abreast with the times. It is much easier to “ let well 
enough alone, ’ ’ and not to allow one’s self to be disturbed 
by the numerous so-called “ advanced methods.” Some 
argue that it is better and wiser to take this course. 
After all, one can not but agree with the old verse : 
PERSONALITY OFJHE OPERA CHORUS. 
Much popular misconception exists as to the chan, 
ter, ability, social status, and general antecedents of th, 
chorus people of the leading comic-onera 
of the country. Critics are very apt, in coming awy 
from the opera, to dismiss the whole thought of t 
chorus with a couple of lines. “ The chorus looked 2 
and sang well,” or, “The chorus looked ill and II 
badly.” Beyond these thonglits they rarely g0 J 
this, no doubt, is as it should be. But mostflieater 
goers have at one time or other, doubtless, wondered 
somewhat as to the individualities of the chorus people 
An analysis of the chorus of one of our local opera 
companies was entered upon in curiosity by a well 
known special writer recently, and several interest™ 
facts were gathered. Of this company it was elicited 
that over eighty five per cent, of the young men and 
young women had received thorough technical musical 
training in conservatories ; that thirty-five per cent of 
the total had studied voice in Europe ; that nearly fifty 
per cent, had a grand-opera repertory of one compass 
and another. 
Of the women of this chorus, four were minister’ 
daughters, over fifteen per cent, had been educated 
in convents or religious seminaries, and over thirty per 
cent, of them had received a liberal college education. 
Of the total number of girls, nearly sixty per cent, pos¬ 
sessed fathers who were professional men and five per 
cent, were possessed of independent private means. 
Nearly fifty per cent, of the men were found to be of 
college training.—11 Music Trade Review." 
A SUGGESTION TO PUPILS: OBEDIENCE. 
BY MABCY B. DABNALL. 
“In the mas*er the courage to learn we find • 
Content with itself is each smaller mind.” ’ 
The true student will always progress and be constantly 
making new discoveries, either through his own exnerf 
ence or that of others. There are teachers who are per.' 
fectly satisfied with themselves in every way and have 
zzrestFi: ::ythiroatside of ^ *-«-«- method. For example, piano teachers who 
children were progressing-that is, if they were learning' they are on the right road **** 
to Ms.*. “ My dear Madam,” he replied, “do you think X, who was a pupil o Bel v ? Pf °f Herr 
we have time for that t ” thnven o f err Y, who studied with Bee- 
Many object to the word “method” as applied to 
rrr’ deC,l8riDB tbat they folIow "o Plan, but 
teach the pupil according to his needs. The word is 
ambiguous in its meaning; b„t, used in its broadest 
sense, every educator has a method. Sully (“ Hand-book 
method in Piilinofion __ V 
Ip at the beginning of your study you have placed 
yourself under the guidance of a competent teacher, you 
have taken a wise step. But this is not enough. Your 
teacher’s instructions must be followed to the letter if 
the best results are to be attained. 
Yet, how many pupils strictly follow each and every 
rule and precept laid down for their advancement? Every 
music teacher knows that obedient pupils are rare, and 
that the teacher is often blamed for the results of the 
pupil’s indifference. 
Now, what is the use of paying for advice and ia- 
structions you do not heed ? Would you go to a doctor 
for medicine, pay for it, throw it away, and expect to be 
benefited thereby ? Certainly not. But that would be 
no more unreasonable than to disregard the instructions 
of your music teacher and still hope to attain proficiency 
in short order. 
Remember that your teacher can only guide you in 
When we consider the verv t h your progress ; he can not do your work for you. If he 
been made in the mechanism'oTtb' a.DgC8 tbat bave 00nld’ y°u “right as well have him do your playing for 
last century, can we not realize th le Plano within the you also. You should have a teacher in whom you have 
for technical development diff f “eces8ity of methods perfect confidence ; then obey him as to what to practice 
Bach? ren rom those used by and the methods to be employed. Do n’t leave your le*- 
rr..tUr, . , - r -- “• I large .sense This change in the insimm^t *. son as soon as his back is turned and go fooling away 
of difl-. 'Y"?11? meanS th® di8P°sinK »“«i arranging growth and development in piano rT P°9a‘ble a y0Ur time on popular airs and rag time trash, but stick 
o i ren t parts of onr work so as best to secure the tnr“. has created a necessity iyT”0 l eratnre’ wf>ich, in to your scales and exercises until he is satisfied with 
rssrsfsz:% -rrd“°‘ttszr*be 
t"" ”''lho" to* rtWto, They will not b. wilH„g „ 
w.z:StSZT** 
Of obtaining more light and help ® Chancee 
Apply the same common sense to yonr musical study 
that yon would use in other things, and if you work 
earnestly according to instructions, you will seldom have 
cause to feel dissatisfied with your teacher.—“Dom¬ 
inant.” 
VVe have all heard fine player* andTteg^mwh^aS 
at results in spite of teaching and methods. Bnt these 
ire the exceptions, and we have to deal with the average 
pnp.l who needs help and encouragement at every step. 
value of methods*c^proveS. 0688 “ “stage’suc- 
^teVg^ ““d force. Edmund de Qoncourt. appearance> memory, 
improvement or progression. ' — -—la lo giVe to h praying is com ana 
It is a matter of history that the old . words their proper value • is u* a- * .1M,d 10 e88ential Can,se 801116 well-wishing teacher has discouraged ■ 
7 01,1 methods of and shadows To rl \ dl8tnbnt« lights, lines frly ““““erisms and idioms. What may seem the 
• T° recite 18 K> mold.-C. Coquelin. 0f a chiW’8 work often turn out to be its greatest 
virtues. 
■ One very successful way for a teacher to throttle a 
child’s individuality and cramp its musical growth is 
to rigorously weed out any little mannerisms that may 
crop out in the course of its development. Unless these 
mannerisms should go to the extreme of eccentricity, no 
such thing should be perpetrated. Nothing can so gne 
tone and character to the whole individuality, the who e 
nature of a human being, as a few healthy idioms an 
well cultivated peculiarities. Many an otherwise tai- 
1° recite is t v p rase „ a . ented 8tudent’s l ld d commonplace _ 
ords their --- . 1 ses and to essential cause »me ell- ishing teacher has discouraged n>9 
munnoJ__3 • T TTT1. A QPPT11 
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THE BEST WAY TO FORM A GOOD TEACHING 
CONNECTION. 
BY LILIAN FABNSWOETH TBUK. 
To the girls who are still studying music I would say, 
„ jusist, for the sake of your intellectual development, 
that your teachers teach you how to teach.” To those 
who leaving student days for a time behind them, now 
tarn to join the ranks of teachers I submit the following 
facts tested and tried in the fires of actual experience. 
If you can grasp them at the beginning of your career 
and climb by the experience of another, you are so 
much the richer ; if not, years will bring you a new in¬ 
terpretation of them. 
Your Personality Draws Youe Pupils. 
Yon have spent a certain amount of money upon 
yonr musical education, and now it becomes neces- 
kry for you to earn it back. You wish pupils. Your 
first great lesson lies in this. You are in a world of 
human beings and it is imperative that yon adapt your¬ 
self to their needs and standards before you try to make 
them conscious of higher ones. You yourself are the 
magnet. You yourself must represent your art. You 
must be before yon can truly teach, and the light in 
which you regard yonr life, your profession, is the light 
in which you will present it to others. There is a 
homely saying to the effect that more flies can be caught 
with honey than vinegar, and as a young teacher yonr 
personality counts for more than yonr knowledge. 
Heads of families wish their physician and their music 
teacher to represent cultivation, and the world judges 
you first of all by your personal appearance. Therefore 
hedge yourself about with dainty conventionalities. If 
yon are obliged to go from house to house, be sure that 
yonr street suit is in every way au fait; that yonr 
gloves are fresh and that yonr walking boots have sensi¬ 
ble soles; that the pretty chatelaine at your side con¬ 
tains a pocket metronome, pencil, and manuscript pad. 
Assume from the beginning that yonr music class is the 
delight of your life and gown yourself as carefully, 
although quietly, to receive it as yon wonld for yonr 
most distinguished guest. Music is cultivation : repre¬ 
sent that. Remember yon are your best advertising 
medium, and adopt frank, sensible business ways. 
They will save yon from many an unpleasant situation. 
If yon are in a small town, yon will find it easier to 
make yonr personality known, although the same rules 
hold good in cities. If you are young and not the un¬ 
fortunate possessor of a mountain of conceit, you will 
shrink from deliberately presenting yourself to people as 
a music teacher, and saying in so many words, “I wish 
pupils ; will you help me ? ” That is the self-conscious 
view of it. The right view is that you can help human 
beings and bring discipline and self-control into chil¬ 
dren’s lives. Yon have earned through honest effort and 
hard work the power you hold in yonr hands. Feel that, 
and yon will rise to a level where you can say, simply 
and frankly, to some mother, some friend, “ Will yon 
help me? ” 
Tocr Religious Connection and Youb Social 
Connection Identical. 
By no means use the Church as a stepping-stone, bnt 
remember that there you will find the most reliable 
People of a community, and through that medium you 
are brought into contact with people ; therefore, for the 
sake ot your self-respect, take your proper position there 
a»d hold it. 
Whatever you do, do it in the most charming way 
Possible os well as the most practical. Send out care- 
oily written announcements to the effect that “ Miss 
aleanor Wescott ” will form a class of piano pupils ; that 
e will be at home upon such a day and at snch an hour 
0 Patrons wishi ng to reserve hours. Wear your prettiest 
g0Wn’ and if, from the twenty announcements, two 
Mothers respond, feel yourself most fortunate. Even 
o® pupil is a good beginning. If it is a possible thing, 
t, l^nr own studio. It gives yon a sense of freedom, 
e r'ght to grant favors, the right to be a hostess as well 
a tea<-'her. Do not try for the dighified effects of 
I listed teachers. Make yonr room gay with cush- 
08 and rugs and whatever is suggestive of music. 
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Busts of the composers can be had for a few dollars 
for Ca3tt f°r 8 3°Qg’ photo&raPh9 the compose™ 
for fifty cente, and on your table place books on Zic 
and a pile of marked Etudes for yonr pupil to read as 
she waits. All these give a tangible form to your 
work. Remember, children love bright colors. 
Now, it is worth your while to consider this studio 
question, for in it lies the keynote of yonr success. 
Here you can show your individuality ; here yon can 
bring children under your influence and reach them as 
in no other way. 
How to Beoin with Two Pupils. 
Assuming that your class consists of bnt two pupils, 
as soon as they have learned some simple exercise, no 
matter if only a five-finger study, send them a formal 
invitation, requesting them to be present at yonr stndio 
at snch a date and hour. Request them to bring their 
music and grant them the privilege of inviting their best 
girl friend. Remember that it is a privilege. The four 
children will come,—shy,self-conscions,or else in a whirl 
of expectancy. Take the story of a great composer, and 
gathering them aronnd yon, tell it to them. Aak them 
questions. Write his name, dissected, onslipsof paper 
and hide them about the room. Let the children find 
them and put the name together with yonr help. They 
will never forget it. Tell yonr pnpils yon wish them to 
give yon the pleasure of listening to them. Thank 
them courteously when they have finished playing and 
they will beam with childish pride, and the first great 
step toward overcoming self-conscionsness has been 
taken. Gather them aronnd you at the piano and inter¬ 
pret some composition to them, showing them the story 
in the music. Play musical games and mnsical authors, 
and at the end of two ljonrs shake bands gravely and 
conventionally and send home fonr happy-faced little 
beings who will tell mamma and papa all about it. 
Form a class of your older pupils as well. Let them 
arrange the program with your help. Let them in 
turn be the hostess pro tem. at your stndio. Give them 
talks on the German, Italian, and French composers, w ith 
illustrations and interpretations of their works on the 
piano. Dip back still deeper and toocb upon the history 
of their times and their contemporaries. Let your 
pupils write original papers. Give them examinations. 
Let them keep music scrap-books, drawing from news 
papers, magazines, and Perry pictures for material. 
Teach them to use their brains in connection with llx ir 
music. As Oscar Raif, of Berlin, used to aay to me : 
“Zneret der Verstand, darnach die l inger, which, 
roughly translated, means “ Use first the mind, then the 
fingers.” And through these recitals yon will give 
them a poise and self-possession and mental 
that will enrich their whole life, to say noth.ng of the 
keen social weapons yon put into thetr bands and tnto 
your own as well. , . . 
Give these private recitals once in three 
each time send a formal invitation to some mother to be 
the “ guest of honor.” Do -ot ber ^ 
mss yon Forget it, and before long she will joto in 
Zi and wait anxiously for her daughter’- per or.m 
ance. Say to her, and mean it, ^ 
J0„r p.p„. to. .to 
future aocial power. H JJ wroea,. privilege will 
little girls who are al longed to “Miss 
be Z*"'how tong before the mother* will 
Eleanor s class . deeper than dollar* and 
realize that you are -tnkingdee^r ^ ^ ^ # 
cents and pretty aCC°”P mark to ‘heir friends that 
be before they «**“ y ^ in order u, train her 
MifS Wescott is g g ^ v And how l00g before other 
pupils to social ch ont to the teacher who 
mothers wdljZb a warm unselfish interest? These treats her child with  r “ 
are not theories: they are facta 
GIVE Frkelt. 
You are doing ‘■towj 
hour is up,” tnniP* b— b*'’ ' :' 
“irrr ^e^botwithth‘tp,,t‘ 
hnman sympathy and interest, and yon will have pnpils 
as long as yon care for them. 1 have taken for granted 
that yon have studied with good masters. Yon have 
no right to teach a class unless yon have. Uni now yon 
must work ont your own method. You must atody the 
needs of each temperament, bringing out the strong 
side as well as building up the weak. Yon must map 
out your coarse with each child, and hold yourself to 
accomplishing it within a certain amount of lime. Yon 
must train brain, eye, and body, as well as hinds, fin 
gers, and arms. Yon most develop mnsical testes, 
standards, love of the classics as well. Yon mast teach 
self-control, concentration, ambition ; and, in order to 
do this, yon mast make these yonr own standard* a* 
well. The world is fall of one-sided uituir teachers. 
The girl who strikes for the highest level of rultivstioD, 
and in as many directions as possible, for hrrwlf and 
pupils lays the foundation for a womanhood of power 
both for herself and them. 
Leave ont sarcasm, impatience, fear ; above all, leave 
out fear. Make yonr pupils feel that they have the 
power to conquer, and teach them how to do so. Never 
suggest fear by saying, “ Now, tills is a very difficult 
thing, and you must work very hard over it.” It ia 
yonr dnty to so arrange and grade their work that there 
will be no discouraging jumps. If a composition is 
difficult, tell them it is interesting, and that they will 
enjoy conquering it. Never suggest limitations, but 
always possibilities. 
A tiny pupil oomns to me daily, playing Grieg. 
Haydn, Mozart, Chaminade, Godard, with perfect ru 
joyment and understanding, her little baud* not yet 
large enough to reach the octave, Rhs ia utterly un.-oa - 
scioufl of the difficulties site hat conquered. Mi* never 
has known fear or has been allowed to know driest. 
She says, “ Well, something inside of me says Gist 1 
can’t play that to-day, bnt it will go ont of me to¬ 
morrow,” and it doe*. Kb* explain* my meaning of 
personality when she says, ” I can always play bettei 
when yon are near me, because you **« m to hold *p " 
Be magnetic, be enthusiastic, be ambitions, and reach 
out into these lives, and, knowing yonr own straggles, 
smooth out their pathway a* far a* yon can by giving 
them power with which to work. It do«* not lake 
time: It take* character and oonsc.ions effort. And yon 
will hold your pnpils and their mother* with bond* of 
steel which neither time nor competition ran shako. 
And the money yon need will come to yon. 
A VOICE MACHINE 
by jean wmruoM* rx*v. 
Where I* the common sense with whichH 
$ endowed ? 
A woman recently called at my studio, and was tmmo- 
itely attracted try the lechnlonti sitting In on* corner 
,w, that individual koew that voice re Iter* was 
idled here, and promptly set her wlla to work to deter 
ne upon the probable os* of this peeoliar• Writ* 
ichine- 
t witnesoed bar evident confusion, but wotted th* 
ration which was enre to coma 
Finally-despair upon her line-“Mr F, wW do 
u us* that for?" I explained the interesting pe**wra 
muscular training, to which she offered ne comment 
til the story was ended. . , , 
[ felt exceedingly dnWoos as to the oomjaebevwxm or 
, pMlent explanation, when the woman of Inquiring 
position beared a deep sigh and announced : "Ok, 1 
rer saw one before, and when 1 found It .a. «*H . r,.- 
,gled type-writer, I made np my mind it must be asm* 
r iaemrion for Ikr rwicr.” 
For the sake of coartosy I had wdd*® mnne to ge to 
adjoining room -hero li********£?• 
I the Utopian idea flashed through my brain What a 
ivoa-oond a “voice machine" would ronwiim** to to 
a distracted teacher in disposing of contralto* who 
dorr ooprane ” and elnrasy bamoa wife Uk* luraom. 
learn to sing TINOE. 
A NECESSARY PART OF A GOOD TEACHER’S 
EQUIPMENT: THE VALUE OF 
ILLUSTRATION. 
BY W. FRANCIS GATKS. 
Onb of the strongest weapons in the hands of a teacher 
for the enlightenment of his pupils is well-chosen, clearly 
told and apt illustration. 
It is to the interest of the teacher, as well as his dnty 
to his pupil, to make his lessons as pleasant and attract¬ 
ive as is in his power. Not only this, but he should 
continnally try to expand his powers in this direction. 
The lesson that has not been interesting to the student 
is very apt not to have been a profitable one, and 
after a series of lifeless and profitless lessons the pupil is 
soon to be couoted among the lost, strayed, or stolen— 
a condition that is not to the increment of the ledger 
account, the feelings of the teacher, or to the advance¬ 
ment of the pupil. 
Of course, I do not mean that in making the lesson 
pleasant it is necessary to keep the pupil in a coutinual 
grin, or that it is best to omit one jot of the correction 
aud admonition that is in itself the real purpose of the 
lesson : far from it. But in connection with these vital 
elements of good instruction there may be a sandwiching 
in of verbal pictures, apt illustrations, and pleasant re¬ 
marks, all having a direct bearing on the work in 
hand. A lesson without such features must be dry in¬ 
deed. 
But one can not use the same methods with every 
pupil, nor the same illustrations, nor the same anecdotes, 
nor the same free and easy conversation. You must cut 
yonr illustration according to your pupil—according to 
his or her age, education, appreciative powers, or menial 
density. The illustration used to the child must be 
within the ken of the child ; to the youth you must not 
go ontside of his reading or experience ; and the same 
may he said of older people, for many of them are chil¬ 
dren in understanding and have a very limited experi¬ 
ence in actual life and a more limited one in the life 
that is told of in books. 
For instance, it is not worth while, in teaching a 
child, to refer to the workings of a steam-engine to 
illustrate the point you are trying to make ; the child 
does n't know or care anything about it. Nor to the 
budding Riv6-King of sweet sixteen is it worth your 
while to speak of a landscape by Corot or a law of 
physics, nor to illustrate by the art of ancient Borne or 
Greece ; and upon the arrival of Miss Prim or Miss 
Perky (aged perhaps forty, and with silver threads 
among the gold) do not waste your time by calling at¬ 
tention to the harmonic structure, nor explain under 
what circumstances the composition came to be written, 
nor dare to relate an incident from your own experience 
to illustrate this point or that, for, “ havin' taught the 
pianner herself onct,and havin’ had a lot o’ skollers up 
in ’Sconsin,” she is far above having the valuable lime 
that she has paid her money for wasted in that way. 
And in matters that yon think are of common, every¬ 
day knowledge, be sure of your ground before yon illus¬ 
trate ; that is to say, be sure that the illustration illus¬ 
trates. To make it clearer still, we must illustrate the 
unknown by the known ; we must get the new thing 
into the pupil’s head by means of an old one that he 
already has there. The unfamiliar is made familiar by 
means of that which is well known and understood. 
So one must choose as vehicles of their ideas those 
things and circumstances with which the pupil is fa¬ 
miliar, or those words of which he knows the meaning. 
For instance, in talking to a class in a Western col¬ 
lege recently, I had occasion to refer to the opera in illus¬ 
trating some point. Incidentally, I thought I would test 
the gener.il knowledge and reading of the class by ques¬ 
tioning them concerning the purpose and make up of 
opera. Such blank looks met my innocent endeavors 
that I passed around the class the simple question 
W hat is an opera ? ’ ’ The answer was an intense and 
continuous silence. That question is not answered yet 
-by the class Now, yon see, I simply got beyond the 
depth of young people who do not read the papers or 
magazines and whose environment was, to say the least 
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not urban. Had my illustration been one of square 
root, C.cssr, or from the rules of rhetoric, it would have 
illustrated. As it was it did not. 
Education along the lines of mathematic formulas, 
unusable languages, or theologic dogmas—these are 
the chief end of education. But the education that 
would give information as to one of the greatest of art 
forms, or of art growth or art epochs, oh, no ! Not in 
onr public-school or small college curriculum. 
So it is well to learn whether the material you want 
to use in illustration is new or old to the student, before 
yon use it. This will save time and troublesome com¬ 
plications. 
The scope and variety of the illustrations used by a 
teacher will depend on his general education, on his 
teaching experience, on his memory, on his keeping his 
eyes open as he goes through life, and on his facility in 
the use of language. All this covers a good deal of 
ground. 
The wider his education and his general reading, the 
better his ideas will reach and impress themselves on 
the minds of those of his pupils who are themselves 
well read and well educated; for a poorly posted and 
unread teacher can not long hold the respect of a well- 
educated pupil. And, of course, the larger the experi¬ 
ence the teacher has to draw upon, the more practical 
will be his illustrations. But experience can only come 
with years of work. 
It is not the young teacher’s fault if he has not much 
experience; but it is his fault if he neglects matters of 
general information and common education. It costs 
very little nowadays to own a fairly good library of the 
best in literature ; and while one may not have the time 
to wade through it all, one should frequently read from 
the best writers. Method of thought and style of dic¬ 
tion may be formed by this process. 
A good memory is a sine qua non in this matter. But 
if the other factors are present, this one is apt to be. 
And it, like the other faculties of mind and body, is 
greatly strengthened by continual use. 
But the greatest factors of all are those of going 
through life with the eyes open, and of being apt in the 
choice and expression of illustration. It almost seems 
to me that these things must be inborn in the person. 
Certainly they may be cultivated, but the teacher who 
starts in hie without them and expects to acquire them 
as le goes along, without any previous aptitude, will 
probably make just such a teacher as we may find exam¬ 
ples of in every county-teachers that teach merely as 
a financial operation, not because they are attracted to 
it because of a love for it; teachers whose work is dry 
and uninteresting; who are practically, from a higher 
standpoint of judgment, failures. 
Talent in this line may be latent, not having been 
called into active operation sufficiently to make illustra- 
hon easy To old teachers advice is superfluous ; they 
mostly get into their ruts and stay there. And ruts 
wh I™87 ^ e’ther g00d 0r bad’ according to 
Il Wce mav I"8?' *“ t0 the y°UDg teather a -ord of advice may be less wasted. 
It is simply this : As you go to your teaching to day 
"»> J™ -1U tr, to b. Z'bZ 
xplain that, that you will tell them how or why this 
PJZZ«T,“ “ *>■ *» fn «£» 
S.""r -p "wii 
«P ill.,,mm mZmLVZ 
INTENSITY AS A FACTOR IN piano STUDY 
BY CHARLES W. LANDON. 
.liff.oDg 
- - - - - 
“ Above aTuhi Wr°te t0 * y0nng musician in 1848- 
«... .b. .id or zszzrszr"*- 
idea in your head until ™ over yonr melodic 
well done.’ If the in T ** ‘° y™lf: ‘ * is 
soul, if you have felt it 011° 38 *niaDafed from jour j nave lett it, others will feel it, too.” 
The intense teacher is the one who is thoroughlv 
earnest in his manner, enthusiastic and impressive u 
presents an idea point foremost and then nuts!/7° 
pupil with such force that it awakens him to real L v 
Music, to the thought and feeling of the teache 7' 
exemplified in piano playing, must for the time’hT1 
be the one thing in this world worthy of sun”g 
effort. And the teacher must feel that the 7,7! 
must now do the best possible work that there is in hf 
or his greatest opportunity will be lost, and lost forever 
If the pupil is playing a Mason two-finger exercise.' 
nothing short of ideal art effects will pass the incisii 
criticism of the intense teacher. If it is „ca]e p!a* 
not only must the fingering and notes be right but the 
scale must sound at its clearest, most even,’ and as 
limpid as the music of a fountain, and as delightfully 
brilliant as a string of pearls. If it i8 a recitation of 
the diminished arpeggios, there must be a perfect legato 
at the point of thumb passing, and the fifteen changes 
must each be done without hesitation and with a 
musical touch, and with a clean and even rapidity. 
If the pupil is reciting an etude, the fing/ring 
rhythmic grouping, and clearness are taken for granted’ 
but art demands would include making a sufficient em¬ 
phasis on all notes of melodic value, each according to 
its inherent intensity of content. This, together with 
the necessary crescendo and diminuendo for climaxes 
and nuances. The intense teacher will sooner pass over 
a mistake in fingering, notes, or time than one of wrong 
or insufficient expression, phrasing, or accent. 
If it is playing a piece, the pupil should give out each 
phrase and section as an orator would speak, setting it 
forth as some great and worthy thought that he was de¬ 
termined to make impressive as well as expressive, as if 
for the moment there was nothing so worthy of a hear¬ 
ing as the musical phrase being played, and that, so far 
as the player was concerned, there is going to be as 
much emotion and feeling put into it as it will contain. 
Let there be no fear of there ever being too much ex¬ 
pression and emotion, for the natural tendency is the 
reverse, and the lapse of time, the ripening of a refined 
taste, and the discrimination of a mature judgment 
will bring all parts into an artistic and harmonious rela¬ 
tionship. The great difficulty is to get any emotion 
whatever into a pupil’s playing ; and, of course, it 
can not be done until the pupil knows the piece so well 
that his mind is entirely free and open to emotional in¬ 
tensity. And this indispensable quality of good and 
effective playing is as capable of cultivation as is any 
other gift. 
Teachers become so bound down to technicalities, 
details of time, and calculating of note values, technical 
criticism, listening to tone-qualities in touch, looking 
after a correct fingering and true reading, that they for¬ 
get that all of these things have a right to exist only as 
a means to expressive playing. Teachers forget the 
value of ‘‘spirit ” in their constant search after conect- 
ness of ‘‘letter.” As soon as a pupil can play a P118' 
sage in correct time, fingering, aud touch, he should 
never again play it without the best and most intense 
expression he can possibly give it. Such expressions! 
intensity soon becomes a habit, and its constant pres¬ 
ence in the pupil’s thought rapidly developsitsintensity 
and cultivates a delicate sensitiveness to content-values 
in melody and harmony. The pupil so trained plajs 
Music, not merely Notes. Music becomes an expressim 
of the best feelings that there is in his mind and soul; 
it becomes to him a sacred art, not a trifling pastime. 
Finally, intensity of application when at the instru¬ 
ment results in learning the task in a very much shorter 
time and with less total effort. The economy of time 
and tnition resulting from intense application is great, 
and the satisfaction felt in rapid advancement, aud u> 
feeling that the greatest gift of heaven, opportunity, 
has been made the most of, makes life seem wort“ 
living. Psychologists teach us that the brain >? 
much like the soil of a flower garden. If the gardener 
with his trowel but lightly touches the surface, litt e 
impression is made in the soil, and all traces ol it»« 
soon effaced by storms and winds But if he forces “W 
trowel down deep into the earth, the marks will sh° 
the results of his strength for a long time. So with 
brain : strong mental effort makes lasting impressions. 
And, too, that great element of power, liabit, comes 
with a helping hand, and makes for the intense stui e 
a * royal road to learning. ” 
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WHY GO ABROAD? 
Thk Berlin correspondent of the New York “Post” 
answers the inquiry regarding the advisability of going 
abroad for study by quoting several authorities, as 
follows: 
Professor Heinrich Barth, after remarking on the dif¬ 
ficulty of suiting advice to a case so imperfectly known, 
says: “The very best counselor in snch a dilemma is 
either the teacher in question or a musical authority 
such as may be found in Boston,New York, and Chicago. 
I have found among my American pupils much talent, 
and I know that there are excellent teachers in 
America.” 
Professor Oscar Baif, also of the Hochschule, warns 
pupils against coming to Germany until they have made 
very thorough preparation on the other side, and adds 
this very encouraging item : “ The conditions in America 
are fully as good as here for brisk and thorough prelimi¬ 
nary work.” 
Professor OtisB. Boise, a thorough musician of our own 
country, long resident, however, in Berlin, and receiving 
from year to year pupils in harmony and composition, 
who come to him from all the various schools and pro¬ 
fessors, has, perhaps, among those I have consulted, the 
best right to speak on this subject. He probably sees 
and knows personally more American music-students 
than any one teacher in Berlin, and this is his statement 
of the pros and cons in the matter of studying abroad: 
“ So many young women choose music as a means of 
livelihood, and so many come to Germany to secure their 
professional outfit, that the wisdom of the choice, and 
the conditions necessary to a desirable result, demand 
earnest discussion. Naturally, persons of ample means, 
who wish to acquire musical skill as an embellishment 
for their lives simply, have the right to do so when and 
as they please. Their misjudgments and meager ac¬ 
complishments do not vitally affect their happiness. It 
is those who have to work in order to live that require 
advice, and in every such case an appeal should be made 
to the judgment of some perfectly disinterested musical 
authority. Were this always done, fifty per cent, of 
those who now struggle hopelessly foreminence in music 
would be spared lives of disappointed ambition, and 
would probably grace some calling better suited to their 
endowments. Most teachers are poor advisers, for their 
interests are best served by encouraging those who come 
within their influence. A distinct talent is the only 
justification of the choice of music as a profession. The 
simple inclination toward music is utterly worthless as 
an indication of adaptability. 
“ The main advantage to be gained by study in Europe 
is the reputation of having sought foreign sources of 
learning ; that has, and will continue to have, a certain 
influence with patrons. The genuine advantage, how¬ 
ever, is the amount of music one can hear at a small 
cost. These are all the pros that I know. Now let us 
look at the other side. 
“ The serious drawbacks are A lack of preparation for 
a life of isolation, and the lack of proper judgment on 
the part of American girls in proportioning their work 
to their physical endurance. No one should come unhss 
phv8ically strong ; no one should come unless pos¬ 
sessed of sufficient means to afford the comfort of a 
good airy room and nourishing food and the best in¬ 
struction ; no one should come unless richly endowed 
musically. If students have weak bodies, they are ab¬ 
solutely precluded from worthy accomplishment. If 
they have insufficient means, poor food and depressing 
surroundings, they will end with physical breakdown. 
“There is no advantage in coming to Europe to 
patronize cheap teachers. The great amount of music 
to be heard is also a snare to the majority of students. 
They throw themselves into the stream of public per¬ 
formances, feeling that they can absorb without limit, 
and derive benefit according to the volnme absorbed. 
This is a great mistake, for a deluge drowns the enthu¬ 
siasm, without which the perceptions are dull. No 
student should hear more than one or two good perform¬ 
ers each week, and should select these with greatest 
care. 
“American violin and piano pupils often show little 
judgment in their hours of practice, and, I must say, 
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they receive little aid at this vital point from their Ger¬ 
man teachers. Only the strongest person can practice, 
with good results, more than four hours a day. Those 
who work five, six, and even seven hours a day, rarely 
do so with the intensity essential to good work, and are 
often obliged to intersperse weeks and even months of 
recuperation. It is the well-focused endeavor that ac¬ 
complishes much. Work patiently and carefully, but 
never feverishly, for the fruit of this abnormal condi¬ 
tion is debility, more or less serious according to its 
duration. 
I wish that this ‘ faithful saying ’ might go to thou¬ 
sands of the young aspirants for musical fame whore 
thoughts turn to Germany as the nursing-motber of 
their gifts, for itis given to but few to know, so perfectly 
as does its author, the dangers and difficulties of such 
nurture. These dangers have also been strongly em¬ 
phasized to me by Mias Morgan, the superintendent of 
the American Girls’ Club, whose American home and 
table have been a blessing to scores of young women who 
have almost broken down in health in the effort to ac¬ 
quire German in a German family. 
“ The great trouble with our girls who come over here 
for music or German is the desire and the necessity to 
live more cheaply than they can live well and whole¬ 
somely. And it is not always the absolute necessity 
that moves them to do this as-the desire to cut down the 
expenses of living to a minimum, in order that they 
may have a considerable margin to spend on high-priced 
instruction, on operas, concerts, and the like. They live 
poorly on 80 or 90 marks a month ($20 or $22), practice 
seven or eight hours a day, and spend the little strength 
they have left in going out five or six evenings in the 
week to concerts and rehearsals, operas and theaters. If 
one expostulates, they say, * But this is what we came 
for—to hear the best music and the best German, quite 
as much as to study.’ Presently the pale, bloodless 
faces tell of bleichsuent (anemia), and they go down, 
down in health, sometimes bringing up in a hospital, 
but oftener sent home nervous wrecks and invalids, with 
nothing of all that they came for really or well accom¬ 
plished. It is absolutely impossible to live comforta¬ 
bly here in Berlin for less than $30 a month, and every 
dollar more that is spent in getting a good, sunshiny 
room and a wholesome table is snre to bring its reward 
in health, spirits, and good work ”—"Thing* Here and 
There." 
PRACTICE AND HEALTH. 
BY H. I„ TEBTZELS. 
A GOOD piano teacher’s duties do not begin and end in 
the studio. He should direct the daily practice of his 
charges and. as far as possible, influence them to practice 
systematically, sufficiently, and wholesomely. 
When a pupil comes to him with a very conscious air 
of self-approbation, trembling hands, and with dark 
circles undvr the eyes, saying, “I practiced Jive hour* a 
day last week ! ” instead of praising the young lady for 
her “ noble sacrifices in the pursuit of art ” and asking her 
to make it Bix hours next week, be had much better tell 
her to put in two hours hereafter and to spend the re¬ 
mainder of her time riding a wheel, walking, or trying 
in some other way to get herself in fair physical shape. 
The best progress in piano practice is made when the 
brain is clear and the hands and arms are fresh and eager 
for their work. It is an odd thing that so many people 
think the delicate muscles of the hand will stand work, 
work, work, hour after hour, with hardly a iwmse. 
When the hands are tired, any further work coarsens 
the muscles, makes them stiff and clumsy, and leaves 
an effect that is only overcome the next day by perhaps 
half an hour of “ limbering up.” An hour’s hard play¬ 
ing is a good big task for the hands. My own practice 
is to recommend students to practice one half hour, and 
then leave the hands nearly idle for perhaps twenty 
minutes and to put the brain on something entirely dif¬ 
ferent-read a story, go talk to some one, etc.; then take 
another half hour’s practice, and so on. 
I do not believe that long hours of practice are bene¬ 
ficial unless the student be blessed by a strong phy¬ 
sique which enables him to stand the strain without 
feeling it too seriously. Each one should practice ac¬ 
cording to bis strength, and it is the business of the 
teacher to watch for the signs of over practice and to 
discourage it by a little common sen»e advice. 
. ARROGANT TEACHERS. 
BY CLARA A. KOR.V. 
It is a remarkable circumstance that many teacliei s 
who can rightfully be classified under the altove beading, 
who should deservedly be thrust into ohlivhn and 
poverty, are by uo means unsuccessful from a financial 
point of view. Indeed, in freqoeut eases the more 
arrogant and unbearable the teacher, the more do 
pupils flock to him. “For surejy.” thus reason these 
pupils in their small minds, “this man must be great 
and learned, else he would not dare to maltreat us so,” 
and they study with him year in. y<ar out, learn vety 
little, it is true, but are firmly impressed with the wis¬ 
dom of their choice, and grateful for the teacher’s con¬ 
descension in takiug them at all. 
Yes, painful to relate, there are very few pupils who 
reason logically and analytically, who tell tbrmsclvrothiit 
it is the teacher's duty to teach them something and net 
to ove,rpower them with an ovcrbeaiing manifestation of 
his own importsure. 
Students have complained that they can get do informs 
tion from their teacher* when they ask qn< at ions—three 
who display a hankering for enlightenment are show end 
with abuse. It happens in many a lesson that the pupil 
asks, “ What must I do to play 1« gatopaeragee prop* rlj ?” 
and the teacher replica loftily, “ IVhaw ! what’s the use 
of showing yon ? You can’t do it light any way,” Othc r 
teachers, who stoop sufficiently to explain matters to 
tbeir cning pupils, do so in this wise*: “You idiot 1 Why 
don’t yon hold your fingers so?" or, pet chance, “For 
heaven’s sake! can't yon play that as ft should l e played ? 
Have yon no common sense at all?” and palling and 
tearing at the frightened pupil's arms and wrists, he ex¬ 
claims testily, "There! play so! Hold your atm this 
way,” etc. The pupil sheds a furtive bar, feels thor¬ 
oughly disheartened, and perhaps—peiliaps—abandons 
the study of music for good and for all. 
When asked, “ Why do you study with Ibis man ? ” 
she replies, “Oh, he has a great reputation—it is such 
an honor to be his pupil.” In the case of the discouraged 
pupil, who gives up entirely, when naked, “Why don't 
you try some other teacher?" she will aay,” " What’a 
the use? They’re a'l alike.” 
Now, the arrogant ninsic teacher is not only a nuf 
wince, he is a criminal. The teacher is the nurse of the 
pupil’s intellect, and it is bis duty to foster and rniti- 
vate that intellect; not to maim or kill it. People are 
very quick to resent any physical maltreatment or un¬ 
just punishment, so why are they willing to pot up in 
patience with mental chastisement? Suppose the 
arrogant teacher were to engage a cook, and that 
cook, instead of feeding him, were to exclaim loftily, 
“ Pshaw! wlmt's the use? You’ll be hungry again In 
a few bourn 1” or suppose the arrogant teacher's house¬ 
keeper were to resist washing his shifts on the ground 
that “be will soil them anyway, so what’s the use in 
cleaning them ? ” 
Imagine the arrogant teacher spnrt and spotter in 
wrath at this want of dutiful obedience it) those whom 
he engages to superintend his welfare ; but to him his 
own body, his physical comfort, is of more importance 
than the intellect, talent and progress of bis pupil*. 
Were the arrogant teacher’s liarber to accept his money 
for a shave and then deliberately neglect to shave liim 
because his hirsute growth is obstinate, refractory, or 
difficult, the arrogant,teacher would not hesitate to call 
that barber a thief; and yet is not the arrogant teacher 
himself guilty of theft when he pockets bis pupils’ 
money and gives them no adequate instruction in re 
turn ? 
■»-— - -•♦•» - ■ ■* -— — 
—All musical people seem to be happy. It is the 
engrossing pnrsnit— almost the only innocent and un¬ 
punished passion.—Sidney Smith. 
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MODERN ENGLISH CHORAL WRITERS. 
(See illustration on opposite page.) 
BY K. H. JOHNSON. 
All the newer hymnals In America, as well as Eng¬ 
land, have made familiar the names of many English 
composers of hymn tunes which are distinctly modern 
and constitute the chief interest of the books. The 
faces of the most eminent of these are presented here¬ 
with, although there are other composers of the same 
type who are as distinguished as some among those 
whose photographs appear. 
All of them are children of their age. This is their 
chief importance. It is not difficult to recognize what 
they have in common, while their common characteris¬ 
tics are due in large part to those of their predecessors. 
When Lnther introduced hymn-singing in public worship 
he chose the tunes most available for congregational 
use. These were tunes in which each syllable had one, 
and generally only one, note to itself, all notes being of 
practically equal length, the accents evenly distributed, 
as in common time, and the melodic intervals always 
simple, generally close. Indeed, to this day the most 
astounding fact in melody of church music is the ap¬ 
parently limitless variety of tunes which can be ob¬ 
tained in moving by steps rarely longer than from one 
note to the next above or below it in the diatonic scale. 
Luther, in other words, adopted what we call the typi¬ 
cal choral form. German chorals showed the charac¬ 
teristic national depth, Scotch chorals were strongly 
tinged with the native pathos, and the English chorals 
from that day to this are full of healthy, buoyant, well- 
fed cheerfulness and vigor. 
With the Wesleyan revival and the evangelical move¬ 
ment in the Church of England, tunes of freer style 
were adopted. More than one note was accorded a syl¬ 
lable, intervals became wider, rhythm more varied and 
uneven—in a word, the then existing taste for songs 
largely set the pattern for hymn tunes. It is easy to 
feel, if not to see, that the present highly sentimental, 
almost sensational, taste in music is as evident in the 
hymn tunes of the day as were the characteristics of 
earlier days. Beethoven is in this respect as ranch the 
master of English psalm tnnes as he is in another way 
of modern symphonic form. It is the very soul of the 
modern age uttering its strong, varied, and often obscure 
yearning in modern song. In fact, the charge is freely 
brought against Dykes, Barnby, Calkin, and all like 
them that they are sentimentalists. 
A half tutored American choir singer, stumbling 
through pieces by these composers, would as soon think 
of denouncing a piano exercise as sentimental. The 
pieces seem to him too scientific to be sentimental, 
too hard to express any feeling. Nevertheless, the 
charge is true, and its truth indicates to a large extent 
the merit of these composers. The age is sentimental 
when it has a chance to escape the rattle of machinery 
and withdraw from the struggle to get the upper hand 
of somebody ; and the musician who can express the 
feeling of his age, whether in grand opera and sym¬ 
phony which the people like or in sonnd psalm tunes 
which the people will sing, is the real genins of his age. 
At least, so far as musical composing can be called an 
art, he is the artist of his age. He has contrived to speak 
the truth for it. He has done what Emerson said is the 
office of genius ; he has said what every one thought and 
no one else had said. 
If, now, the modern English choral writers have not 
fallen into the excesses of the so-called Moody and Sankey 
tunes, and given ns mere street ballads, it is first be¬ 
cause they are scholarly musicians, many of whom have 
shown their mastery of modern musical resources by 
works of much higher pretension than hymn tunes ; 
while it may be donbted wliethef they have ever shown 
musical scholarship more convincingly than in these 
very simple forms. The sobriety of their style, snch as 
it is, is also due in part to the powerful influence of the 
High Chnrch movement in England. Ritualists by no 
means scorned free modes of expression at what they 
considered the proper place. No ranter ever thumped 
his Bible more vigorously than Father Maturin need to 
do when he preached in St. Clement’s, Philadelphia. 
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But the feeling, whether doctrinal or esthetic, which 
demanded a richly symbolic ritual, demanded also 
chnrchly, if intense, music forms. Some would revive 
the Gregorian tones, would encourage nothing else, and 
hardly tolerate anything else. Plainsong was good 
enough song for priest or people. And it happened that 
several of the earliest and most influential of the 
modern choral writers, such as Gauntlett, Redhead, and 
W. H. Monk, were so far in sympathy with this strongly 
ecclesiastical bias as to set a sober pace for the new com¬ 
posers, a pace which the most frisky have not induced 
the people to abandon. And so the new school of 
English choral writers is marked on the one hand by 
decidedly sentimental expressiveness, as well as mastery 
of modern melodic and harmonic forms, while on the 
other hand they are held quite strictly within the 
bounds of the old choral rhythm and the close and 
simple melodic progression of earlier times. Their 
music is at once thoroughly modern and thoroughly re¬ 
ligious in the only way in which modern times are or 
can be religious. 
It seems a pity that our writers on music, with a few 
emiuent exceptions, as Mr. J. Spencer Curwen’s inter¬ 
esting and amusing “Studies in Worship Music,” do 
not pay these writers of hymn tunes the courtesy of 
a passing glance. This is well enough if only the high¬ 
est forms of musical composition are worthy of notice. 
But it is a great mistake if we regard as intelligent the 
interest which European musical scholars take in the 
songs of the people; if we reflect that a very great 
painter may show his greatness as convincingly, as un¬ 
approachably, in a slight sketch as in his largest canvas, 
just as only the best of our singers can sing ballads half 
as well as Sims Reeves used to sing them ; or if we 
take into account that the taste of the middle class, the 
bulk of the people who go to church, and are our repre¬ 
sentative people, have their taste in music either made 
or marred by the hymn tunes which they learn to like 
and are accustomed to use. It seems to one who as 
firmly believes in the significance of the new chorals as 
in that of the latest opera or symphony that a look at 
the faces of a dozen or two among the best known of 
these must, at any rate ought to, engage the interest of 
musical people of the church-going sort, or even of the 
non-churchgoing sort, if only they care for art as a 
pnblic concern. 
THE STUDY 
TEACHERS SHOULD PLAY FOR PUPILS. 
BY MABY HEWSON. 
It is the duty of every music teacher to have some 
hour for practice and study. Too many have the idea that 
when teaching begins practice may stop. My friend, 
the time will never come when we can afford to retro¬ 
grade. When a teacher ceases to devote some time to 
his own personal development he not only injures him¬ 
self, but his pupils. Nothing kills ambition in a stu¬ 
dent any quicker than to have his teacher refuse to play 
time after time. It is a good idea to play once in a 
while at the lesson some of the works of the masters, so 
as to cultivate a taste in the pupil for such music. I 
speak especially to teachers in small places, who con¬ 
stantly wonder why their pupils have no appreciation 
of good music, yet themselves never practice, never play 
anything but a two step. J 
Nine-tenths of the students in a village never hear an 
artist; indeed, many of them think Paderewski is the 
only concert player there is. They never heard of Rosen¬ 
thal, or Fanny Bloomfield-Zeisler, or de Pachmann, and 
many of them would be astonished to know that Cham- 
inade ,s a woman. Such a thing as reading musical 
history they never dream of. Why is this? It is be¬ 
cause so many teachers consider their duty done when 
the finger exercises, studies, and pieces are heard and 
criticized. 
Take a broader range ; familiarize your pupils with a 
youmllf W°rkS °f CVely ma*ter by playiD« them 
Urge them to read some musical history, and talk 
more of the men of genius of to-day, and I will give you 
the assurance of a more eager and more musical claas. 
OF ELOCUTION 
THE MUSICIAN. 
A HELP TO 
BY MABIE MEBBXCK. 
The eminent French pianist and teacher, M. Henri 
Falcke, declares that Sara Bernhardt is'the “best 
piano professor ” he ever had. “ Her diction, declaml 
tion, tranquillity, her freedom of thought in uttering 
lines,” he says, “ were a revelation to me in musical ex¬ 
pression. I learned wliat phrasing meant in ‘ Cleopatra ’ 
and lost sight of notes and bars in 1 Fedora ’ and * Gig. 
monda.’” 
In my own humble experience I achieved a smooth 
flowing style and gained an ability to perceive and in¬ 
dicate emphasis and climax in my musical work that I 
had never before possessed, though striving for the same 
in the study of declamation. 
Nor does this seem strange when we consider that 
musical literature is embodied in forms almost identical 
with those of other literature ; and that artistic delivery 
of either contains the same elements, and is governed by 
the same principles. 
The study of elocution is an acknowledged aid to the 
vocalist. It is highly probable that it might as effect¬ 
ually assist the instrumentalist. 
That instrumental music is indeed a language is a 
fact not sufficiently recognized by the average student of 
music. Therefore, ‘ ‘ What do I find in this composition 
to communicate ? ” and “ How can I best communicate 
it?” are questions too little considered by that student 
who longs for quantity rather than quality; whose am¬ 
bition is to execute many pieces. That ambition is 
always realized in at least one sense of the word. Such 
a performer may render a piece admirably from a tech¬ 
nical point of view or he may not; but, in either case, 
it is deprived of its life, and is only a galvanized corpse 
—a poor, dead thing set in motion by mechanical 
devices. 
Although such a player may assault our ears and 
astonish our intellects with a thousand sounds per 
minute, covering all varieties of technical difficulties, 
we turn from him to the one who expresses himself in¬ 
telligently and feelingly in the wordless musical speech. 
That we may have more musicians who can speak un- 
derstandingly the language of music, let us disseminate 
widely, unceasingly, the truth that musical performance 
is not music unless it is also speech—a speech so ex¬ 
pressive of thought and feeling that it stimulates thought 
and awakens feeling in all who listen to its utterance. 
That thoughtful study of the expression of thought and 
emotion by means of language can prove a potent aid to 
expression of the same through instrumental music, is 
well worthy of consideration and experiment. 
QUESTIONS IN MUSICAL HISTORY. 
These questions will not receive answers in The Etude, neither 
can the Editor undertake to answer them privately. Consult aDy 
good encyclopedia or history of music for answers. 
What is a sonata? 
What is a mass ? 
In which oratorio does the grand march known as 
the “ Dead March ” occur? 
From what affliction did Handel and Bach suffer dur¬ 
ing the latter part of their lives ? 
Who was Scarlatti ? 
Which is Haydn’s greatest work ? 
Name some of the works of Jacob Meyerbeer. 
For what style of music is Chopin noted ? 
Name some French composers of the nineteenth cen¬ 
tury, and their best-known works. 
Give two Italian contemporaries of Rossini. 
Who wrote the * * Bohemian Girl ”? 
Name two celebrated German musicians born in the 
same year. Give one work of each. 
State the difference between an oratorio and an opera. 
Give date of birth and death of Mozart and Haydn. 
Who wrote “ Oberon ” ? “ II Trovatore ”? 
Give name, with date of hirth and death, of the com¬ 
poser of “St. Paul ” and “ Elijah.” 
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ABOUT MINOR KEYS. 
BY T. L. RICKABY. 
Somk time ago an article appeared in Tiie Etude 
bearing the title “Those Neglected Keys.” The article 
was good and a much-needed reminder. Every teacher 
ought to know them both theoretically and practically. 
Every advanced pupil, or any pupil who aims at ulti¬ 
mate pianistic excellence, must know them well and 
practice them carefully. But there is another side to 
the matter, and it is that side I want to present. 
How many pupils are really musical? What percent¬ 
age are talented even to a moderate degree ? I believe 
I make a very liberal estimate when I say one out of 
twenty-five per cent. Of these, not more than half 
expect to do anything more than to learn to play a cer¬ 
tain number of pieces well enough for their own and 
their friends’ entertainment. It is a fact that if only 
talented pupils studied music, teachers would find their 
occupation gone. Of all the great majority,—the aver- 
age pupils, the dull pupils, and the lazy ones,—very few 
take kindly to the minor keys. 
Some never play anything in a minor mode if they 
know any pieces in the major. This taste for minor 
music is a matter of cultivation, and as such ought not 
to be entirely neglected in any one ; but some can never 
grow to it, no matter what is done for them. Now, the 
greater number of music teachers must labor in this 
great majority, made up of the aforesaid average and 
below the average pupil. They are expected* to get re¬ 
sults from the most unpromising material, or they are 
given an opportunity to make a living in some other 
way. Another thing : hundreds of teachers look to The 
Etude every month for help, inspiration, and advice. 
Everything they read there comes to them with the 
weight of high authority. Hence many teachers read¬ 
ing about those neglected keys might naturally feel that 
they were somewhat remiss—were not thorough—were, 
in reality, cheating the pupils out of something they 
ought to possess. Seeing that teachers only too often 
have enough trouble with the easiest miyor and minor 
modes and scales, that so many pupils “ have no use ” 
for music in the minor key, they naturally feel dis¬ 
couraged, and inclined to give up. 
I believe that every pupil should be taught the funda¬ 
mental facts concerning the minor keys : that every 
major scale has a relative minor and that the two scales 
are very closely associated in music. That the sixth 
note of the major scale is the starting-point—the tonic— 
of the relative minor scale. Any pupil may lie taught 
to write all major and minor scales with their relative 
harmonic minors. I mention the harmonic minoT be¬ 
cause it is the easiest to play, and is less complicated 
than the others. The melodic and mixed minor scales 
may be mentioned and illustrated, but it isnot necessary 
to go farther than that with them until later on, when 
developments maybe noticeable enough to make it worth 
while. With regard to the practical part, every pupil 
may learn to play lour or five minor scales—say A-, E-, 
D-, and G-minor. The majority of them need take but 
three or four more—say D-, C-, and F-minor. A theoreti¬ 
cal knowledge of the remainder is all that is reqnired. 
Many of the best known solos written with minor mode 
signatures contain little that is not in the major keys. 
For instance, Schubert’s Impromptu in E-flat minor is 
mostly in E flat major—an easy key. The middle part 
is in the key of B-minor, and contains little that is not 
in the well-known key of D. The Moonlight Sonata is 
in the key of C sharp minor, but the notes comprising 
the scale of E flat enter into it so largely that it is not 
difficult to play; some of it is really in C major and E- 
major with arpeggios on diminished seventh cords, which 
belong to no special key—or rather any key. The sec¬ 
ond movement is in D-flat major, and while the Presto is 
mostly in the key of E-sharp minor, its difficulty does 
not arise from this fact. About one-half of Chopin’s 
Faotasie Impromptu in C sharp minor is in the easy 
key of D flat, while much of the remainder contains no 
notes or chords not found in the scale of E- major. Of 
Chopin’s Scherzo in B-flat minor only a very small pro¬ 
portion is in the title key. Much of it is in the key of 
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D-flat, and as much more in A, three sharps. But like 
many other well-known pieces of the higher order of 
piano music, the difficulty of the piece is not owing to 
the key of C-sharp minor. 
It is not necessary to multiply instances. I have one 
other question to raise before I conclude. How many 
pupils of the large number of pioneer and missionary 
teachers are going to play these or similar pieces ? Not 
many. They may come later, but our work in the 
smaller towns is of another kind and toward other ob¬ 
jects. 
My remarks must not be misconstrued into an excuse 
for shirking necessary study. If any one is liable to do 
this, let him go back to the beginning and read this 
chapter over again. The talented pupil is easily taught 
everything. I had one once—but, to quote Kipling, 
that is another story. The mediocre pupil is the one to 
be considered, and it is wasting time to try to teach 
many things to such as easily get out of their depths. 
So my advice to the teacher with unpromising material, 
without environment, etc., is to use judgment in such 
matters. Teach with all your might; but be practical, 
above all things. It is infinitely better all round to have 
the average pupil playing music in C, G, and F—by 
Gurlett, Lichner, and Behr—than to have him not play¬ 
ing, but struggling, with Schumann’s Romance in F-sharp 
minor. At the same time do not forget that it remains 
for the teacher to be observant, and alert to discern mu¬ 
sical natures—whose talent is to be developed by your 
teaching. With them there is little to be left out. In 
their case there must be no “neglected keys.” But do 
not sacrifice utility to theory, pleasure to pedantry, nor 
mistake for music its dry bones. 
THE STUDENT’S INCENTIVE. 
BY WILLIAM E. SNYDER. 
In musical as in all other training everything possi¬ 
ble must be done to awaken the interest and kindle the 
imagination of the student. Children’s happy play is in 
the enchanted realm of the imagination, and as they at¬ 
tain to years of manhood or womanhood let us not sup¬ 
pose that this imaginative faculty is lost. Its degree ol 
development, of course, depends on the quality ol 
thought, training, and environment in the home. The 
mind that by nature is minus all traces of imagination 
“is only fit for strategems and spoils”—in other words, 
is not capable of a true conception of music. 
Your pupil is a faithful student, we ’ll suppose. He 
begins his lessons with you manifesting interest that is 
usual with children when pursuing something novel. 
But this novelty soon disappears ; and what remains to 
clothe his music with a garment of fresh grace, new 
meaning, and interest, if one does not call to aid the 
poetic imagination ? To be sure, one must appeal to a 
certain extent to a child’s reasoning powers. He must 
gain knowledge of the elements of which music is made 
such as tone, melody, harmony, etc.; he must be taught 
signs and symbols to stand for these, and the laws of 
position, motion, and control in playing. But every 
one knows that a performer may possess all this knowl¬ 
edge in theory and practice and yet be unable to deeply 
move, charm, and sway his listener. 
What is lacking, then ? Poetic iraagination-that in 
loCnld t8n'anwhiCh diTiDe8 What al0T* the c°“P<*er 
old tell, what picture he would paint. And who will 
deny that most compositions are the children of fanciful 
pictures or emotions imagined or felt by the composer’ 
Though these emotions are rooted in life’s reality they 
7/77 au<1 ,dealized b7 music sometimes so highly 
hat they become pictures of various soul-states, as in the 
later sonatasoi Beethoven. But before that great mas¬ 
ter arrived at that latter sublime isolation, he gave us a 
elTfoTh:'ng’ h great W°rk °f art’ which never^beless 
™ a r ,° T Understand the mystical music lan¬ 
guage a story of the parting, separation, and reunion 
of two human lovers ; yes, a story-told as perspicuously 
dSlh 7 miKht telL Thi8 Pmture will not be 
detailed here, however. Instead, let us pass to a more 
relevant example, taken from a child’s repertory-the 
“ Barcarolle” from “Scenes of Childhood ” bv R„n , 
Op. 62. ’ 7 Knllak> 
Now, here is a piece which may be a dead bore to 
child, or it may be made charming (supposing his train* 
ing in technic and harmony is adequate to make the 
piece easy for him, as should be the case). Let the 
teacher instruct as follows in regard to the story it tells6 
“Please sit by the window now, and listen to what I 
play. I will not tell you the name of this piece nor any 
thing about it yet, and let us see whether you can tell 
just by listening, what it is about. ” (Teacher plays with 
regular rhythm the first section, left hand alone.) “Now 
what kind of motion was that? ” 
“ xt was like the rocking or swinging motion of a 
boat on the waves.” 
“ Yes ; we may fancy that we are out rowing, and we 
will call the piece a barcarolle, or boat-song. You hum 
or whistle this song” (plays right-hand melody), “keep¬ 
ing time with the regular sway of the boat. Soon we hear 
rumble of thunder in the distance ” (plays first phrase of 
second part),“and looking toward the horizon, we see a 
great black cloud and flashes of lightning” (represented 
by the G and its octave, second phrase), “ followed by 
moaning and whistling of wind ” (the diatonic and chro¬ 
matic passages). “ But the storm does not reach us ; it 
passes away in the distance. We resume our song, with 
silvery peals of laughter interspersed.” And so on. 
How delighted the child will be with the piece that 
means so much ! According to the degree of interest 
and poetic imagination you can awaken will be the 
quality of the playing. Here is an incentive which will 
never fail with pupils, old or young. 
SOME “DON’TS” 
For Those About to Teach. 
BY MARGARET BLACKWOOD. 
The famous advice given to those about to marry is 
more than applicable to those about to enter the musi¬ 
cal profession : 
Don’t think because you are a musician yourself, you 
can successfully impart your art to others. All musi¬ 
cians can not teach music. True teachers, like poets, are 
born and not made. 
Don’t forget that the profession is already over¬ 
crowded. There are competent teachers who can barely 
make a living. 
Don’t forget that the average is one clever pupil out 
of ten. The other nine will probably be lazy, stupid, or 
devoid of ear and all musical feeling. Some of them 
will think they know as much as you do—if not more. 
Do n’t forget that you will have to cultivate the habit 
of infinite patience. Teachers are not expected to have 
nerves or to get tired like other people. 
Don’t lose sight of the fact that the art of music is 
still regarded by many as a showy accomplishment. 
Few, after all, study music for music’s own sake. 
Don’t forget that you will have to teach beginners. 
If you decide to enter the profession after all, don’t 
expect too much of your pupils at first. 
Don’t worry. 
Do n’t take things too much to heart. 
Don’t allow yourself to be easily discouraged. Hon¬ 
est, painstaking effort is bound to tell in the end. 
Don’t give all your time to your pupils. You need 
a certain amount of daily practice yourself. It is as 
easy to grow rusty in music as in other things. 
Do n’t get into a rut. It is the common danger of all 
teachers. 
Do n’t let envy or jealousy enter into your relationship 
with others, and, above all, do n’t forget the dignity ot 
your profession. 
—Few people realize the intense sacrificial devotion 
and tireless energy of any artist in music who is high 
priest in his art. It is work, and work, and daily sacri 
fice for the benefit of mankind. 
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1 Would you teach a child at the age of nine and 
, L motive phrase, section, period, as given in Ma- 
fj?“Graded Course”? I think their little minds 
'! capable of comprehending it. ... . 
2 How might a child of nine or ten be improved 
„hohas the habit of striking the bass notes incorrectly ? 
the musical ear not deficient. The fault is corn¬ 
ed4 through carelessness, I think. In school she is 
£de d aUbright, apt pupil. Would it be prudentto 
Z her music where the bass changes frequently ? . 
K Kindly give the names of some books with collec¬ 
tions by standard authors—not strictly classic, but good 
7l7fe Ustof pieci’ given'u! Mathews’ “ Graded 
Course ” edited in book form ? Are the pieces analyzed 
in “The Musician ” published in book form ? 
5. What piano manufacture do you consider the best 
obtainable for a moderate price ? 
G Would yon allow a child who has an excellent ear 
and is apt to pick out music by this means, to do so l 
7. Are you in favor of having pupils commit pieces to 
m8. What is understood by the “ Fletcher and Parson 
Music Method ” ?—H. S. 
It is not very important whether you teach a child the 
names motive, phrase, section, etc.; but as it is per¬ 
fectly easy to do, the names are sometimes handy in 
telling them what to do. I should begin, I think, with 
the period,—a finished musical sentence,—leaving it to 
the child to determine by listening whether the sentence 
is finished at one point or another. Then the section 
comes in as the dividing point which generally occurs 
about the middle of a period. Phrase, strictly speaking, 
is any bit of melody which makes sense, but not a com¬ 
plete sense. In the case of rhythmic phrases or struc¬ 
tural phrases composed of the same motive repeated 
(either in the same or in another key), each motive is 
also a phrase. Any phrase or melodic fragment em¬ 
ployed as a musical design for developing a larger unity 
—i. e., by repeating it or sequencing npon it to make a 
quarter or a half of a period—is called a motive. M e 
know it to be a motive because it is used for one i■ e., 
is employed as a pattern. The child will distinguish 
these things easily enough, or a class of children, if you 
appeal to the ear and give them practice enough in lis¬ 
tening. Incidentally, this will also tend toward clear¬ 
ness in playing. You will find these matters gone into 
in the “ Primer ” by Dr. Mason and myself; also in 
my “ Primer of Musical Form.” 
The child of nine or ten years who plays false notes 
in the bass through carelessness needs practice in 
Mason’s arpeggios, where the change of chord tends to 
sharpen the observation, besides improving the fingers. 
Another thing to do is to teach chords, the triads of the 
k*y. Collect them in cadence form and make the pupil 
Dome them and play them in succession, beginning and 
ending upon the tonic. When a pupil places B as bass 
of the chord of C, it is either gross ignorance or gross 
carelessness ; in either case not to be tolerated. 
I think you will find the graded selections of pieces 
Pnblished by Mr. Presser, under my name, about what 
Jon are after. Much time was devoted to selecting 
them, and they are nearly all good, and none classical. 
The teaching pieces mentioned in the books of the 
standard grades are not published in hook form. The 
collections above take the place of it. Also, the list in 
The Musician,” by Prentice, are not to he had in one 
It is just as well. 
There is not the slightest objection to children picking 
°ot music by ear. It is just the same as the cleverness 
of the bright child who draws naturally, and is always 
making pictures of her friends, the room, the house, a 
her pet dog. It indicates a love of line. In music 
d *nd'cates a love of tone and perception of tone. A 
you have to look out for is to be sure that she avoids the 
more 8r°ss faults of fingering and hand application. 
Memorizing pieces is one of the means of fixing the 
attention upon music and, by absorbing the music into 
6 mind, of enriching the musical fancy. It is the on y 
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manner in which a child will ever become able to play 
rea y well. Pieces played from notes are always de¬ 
ficient in expression and spontaneity. 
The Fletcher kindergarten method is a system of 
games in which the lines of the staff, notes, rests, sharps, 
flats, etc., are materials, the object being to interest 
children in musical notation. Personally, I am not in 
favor of the system, if I understand it, for two reasons : 
First, because it fixes attention upon notation, when as 
yet the child has nothing to notate—in other words, h«« 
no musical perception. 
The beginning of musical education for a child mnst 
he forming elementary perceptions of music—the scale, 
scale-relations of melody, key, the tone-system, pitch- 
letters, etc., and all the groundwork of rhythm. These 
perceptions, mastered at first incidentally throngh note- 
singing and playing by ear and by imitation, have to be 
made definite, so that the child can take short musical 
phrases from dictation, suDg by the teacher to the sylla¬ 
ble la (playing them upon the piano, the pupil’s back 
being turned, will do nearly as well), and the pupil im¬ 
mediately responding by singing the same phrase (after 
a moment to think it out before singing i with the sol-fa 
names. At a later stage, besides giving the sol-fa, the 
pupil must be able to sing the phrase to the pitch-let¬ 
ters, and this in different keys with changes of pitch. 
In like manner rhythm is cognized first as measure- 
grouping, then as pulsation and measure, and hand mo¬ 
tion made to correspond with the facts. In this way 
the pupil comes to understand music just as children 
come to understand language : when they can talk, it is 
but a short step to learu to read—in other words, to mas¬ 
ter the notation by which talk is expressed. It must be 
the same with music. The Fletcher method, as I under¬ 
stand it, deals only,or primarily,with the notation,« M 
experience shows is difficult to the child only in (hose 
cases in which she does not understand wbat it is that 
the notation is to signify. My second objection to this 
method is that it is patented and proprietary—the stu¬ 
dent, even after paying the owner a liberal fee for in 
struction in it, is prohibited from teaching it to any one 
else except under pledge not to teach it. This place, it 
in the category of proprietary articles outside the domain 
of art. Id art everything is open and public. 
The Parsons method you can learn by stocking up 
with the books. Dr. Parsons lives in New T ork, care o 
Steinway Hall. 
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the two-finger exercises. For pupils in the lower grade*, 
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Mason habitually dealt, hat at beginning It is too 
advanced. It might do lor children where we do not 
have unlawful tensions to combat. 
The canon form in the mixed miooi scale, which you 
mention, 1 should treat exactly as recommended by the 
dull Weal Point mathematician who was asked try the 
professor what he would do if called upon by the Gov¬ 
ernment to calculate an eelitree. He answered that ta 
“ would resign.” I resign at this point. Yon will ta 
a very lncky fellow if you coutrive to do everything that 
Dr. Mason recommends in bta misleading and luuorrwt- 
looking little encyclopedias of tta htgtae art of piano 
playing. 
Who are the greatest living foreign onmjxierrs ?- H. 
Greatest of all, I should say, Verdi, hatut-ta.ira. 
Dvorfik, Mean-net, Broch, Richard Hirsute. Rimsky 
Korsakoff, perhaps Balakieieff. There are no very great 
com porter* recognized as yet, alter we |*as the firs* three 
on the foregoing Hat Two very great maatri* have died 
quite lately—Tecliaikowsky ami Brahma, do not 
seem to have anybody vise to pnt in their | lares I 
think this is rather a good point, and a rwoamaua of 
opinions might bring out interfering toasters 
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To I). S. W.—Your letter is one which reveals the 
deep musical student, and the definiteness of your ques¬ 
tions must claim approval, but a full and adequate reply 
is scarcely possible within the necessarily narrow limits 
of The Etude columns. 
The summary which you prefix as to your ideas of 
form shows that you have been well taught, and that 
you have given heed and have digested what you have 
received. Now, as for your questions: (1) As for the 
breaks produced by the implied staccato at the close of 
sections, my opinion is that such detachment signs are 
very important, and should occur pretty often, but there 
need not l>e any bigoted adherence to the printed page. 
There are two reasons tor this : first, the best edition in 
the world can not contain in its hi vial visibilities all the 
subtle and poetic ideas of the composer, and, secondly, 
nearly all composers have been like Bach and Chopin, 
the former of whom made, as did also Handel, a meager 
and imperfect notation of his music, and the latter of 
whom was proverbially careless, and a bit indolent as 
to the use of the pen, insomuch that he never indicated 
the pedal, without the deft use of which his music is a 
hopeless jumble or a bony skeleton, for be told his stu¬ 
dents who copied for him tojmt in theexpiession marks. 
1 he head or strong heat of the measure must l>c indicated 
always, or only omitted in certain temporary structures 
of rhythm, designed to give variety. When the notes 
gallop on in a pattern of counterpoint, it is not necessary 
to try to mark the structural divisions, as that would 
make a disagreeable hitching or halting. The ear can not 
perceive as a break of silence or rest a duration less than 
a quarter of a second—i. e., an eighth note at moderate 
tempo. The use of the long slur is very vague and con¬ 
fusing. Indeed, it often does more harm than good. It 
would be I letter if the word legato or the phrase legato 
semprc should lie set down, then all the closing notes of 
phrases marked round staccato, or, still lietter, employ 
the punctuation marks of literature—the coma, the semi¬ 
colon, the period, and the like. 
Question 2. Yes, make your phrase breaks in the mel¬ 
ody in the theme, and let. the counterpoint go its own 
way. There is usually some rhythmic significance to 
the counterpoint aud the harmony, which needs special 
attention, and it is in this microscopic work that the dif¬ 
ference between the amateur and the artist consists. 
(3) Whether the sentences hold strictly to filling out the 
quota of measures, or not, is the business of the composer 
and is no affair of the performer. The dilemma which 
yon raise, is, therefore, no dilemma at all. (4) There are 
certain effects where the closing tone of one sentence is 
the initial tone of the next, and is to be welded into one 
tone. On the piano this is an intimation or hint of an 
efTect very common, and very easy in the orchestra—viz. 
the closing a theme with one instrument, and opening 
the next simultaneously with another in unison. (5) 
The idea of ignoring the breaks in order to secure a con¬ 
tinuous melodic effect, I think very dubious, and, in fact 
nothing is more conducive to that dullness and vague¬ 
ness which are the bane of all music, and especially of 
the piano, than the excessive length of phrases. War¬ 
ner used this method a great deal, doubtless ; but then 
remember that Wagner had the inexhaustible beauty and 
variety of the orchestra to draw upon, and lie was 
besides a consummate master of form in its real essence. 
Finally, I advise a tendency to crispness of division anil 
frequency of separation. 
To S. L. H. J.—There is hope for you if, as you say 
you learned music between the ages of ten aiul fourteen' 
and advanced as far as the sixth grade on a scale of ten'. 
Yon have, of conrse, lost much time, which would have 
been very valuable to you as a musician, if yon are now 
twenty live years old, but that need not lie an insuper¬ 
able bar to musicianship. Especially is there hope for 
you if your idea of musicianship is not three parts 
mechanical expert aud one part poet, as is the general 
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notion, hut is three parts poet and one part mechanical 
expert, There is an advantage to you in that you 
learned the first steps of keyboard manipulation when a 
boy, for there is a certain deftness which is never secured 
alter adult years are attained, but there is wide room for 
advancement even now, even in technic, and, more than 
that, in the higher regions of interpretation. 
Alter all, that is the chief matter. Leave phenomenal 
skill to the concert pianists, and religiously patronize 
their recitals. I am inclined to think that, if you have 
really attained so high a degree of digital proficiency as 
you indicate while yet a boy, there is very bright hope 
for you. It may never he possible for you to do the most 
transcendental variations of Brahms, the last sonatas of 
Beethoven, the most brilliant Hungarian rhapsodies of 
Liszt, his etudes transcendental, the larger compositions 
of Chopin, aud the great transcriptions of Rubinstein, bat 
what of it? Nine-tenths of all the music really worth 
playing, enjoying, and taking to one’s heart is below 
those grades in difficulty. Leave all these phenomenal 
creations to the phenomenal virtuosi. Yon say that 
yonr memory is good for other matters, but that you 
cm not remember music ; that simply means that yon 
do not as yet think music as clearly' and completely as 
you-do the other things which you are able to remember. 
The cure for such imperfect memory is theory, theory, 
theory. Analysis of the tonal structure, whereby the 
whole construction becomes as clear to you as the mechan¬ 
ism of a watch is to a watchmaker, will enable you to 
remember. We always remember best that which we 
understand best, and, in fact, memory really consists of 
two things—one the warp, the other the woof; the warp 
being clear comprehension, the woof being prolonged and 
oft-repeated attention. Do this, aud you will discover, 
to your joy, that the power to comprehend music, and, as 
a direct corollary, the power to retain it, will grow up in 
you by slow hut certain degrees. 
^ 0,1 »‘y that you can command from two and a half 
to three and a half hours a day. That seems to imply 
that you have other pressing occupations which consume 
the rest o( the time. If that supposition he correct, the 
time will scarcely suffice to make of you a professional 
sufficiently equipped for the fierce competitions of this 
epoch. If you really intend to become a professional 
musician, it would be better for you to borrow enough 
money to give yon two or, better, three years of absolute 
freedom to study. Put all yonr available energy into the 
work of developing yonr talent as a musician, then pay 
hack by degrees the money which has carried you 
through. This is often done, and in fact there is not 
one professional musician, male or female, of promi¬ 
nence great cities to-day who has not, in precisely 
this manner, secured the requisite extra power to gain 
his start. Do not fear the plunge, if you are really i„ 
earnest as to devoting your life to music; but do not 
make the attempt at all unless yon are thoroughly in 
earnest and iintefsyou are enough of a man to endure 
much hardship in the cause of the beautiful and its dis¬ 
semination among men. There are ineffable rewards to 
the real musician, as to the genuine. Christian ; but for 
the hall-hearted musician who is forever calculating 
petty money profits aud comparing his occupation with 
he law or medicine, or business, and that upon the gold 
ini tk .°8,Vely’ " f°r thC hyP°Wite who Allows the 
Lord for the loaves and fishes, there is little but disap¬ 
pointment and heartburning in store ‘ 
Any one with a good, sound body, a bright mind , 
solid character, and ample industry, if not extraordi* 
j>ar.ly unlucky, may succeed in the' practice of music¬ 
ian'" aS iu the minist ’ 
even more than them, it is necessary to feel realTv 
nipelled iron, within-to 1. divinely called to the wo* 
V hcr7X; ,m ,hvin«' call does exist, there is a wonderful 
inward delight, which is fully half our reward i f nit 
indeed, more than half. ’ ot’ 
The books which you say you have been usim* are in 
- *, «i-i - it: : rr 
the place of . or Pnnted can ever tike 
' °r llVI"* “"«■«„!* of the ,iviny 
directed to the special performance of the special stud 
at the special time. If you are in earnest with muT’ 
yon will need to take a course of instruction with s ’ 
master before you will have the full armor, defensiveTs 
oflensi ve, of a warrior in the lists of music to-day. ' 
lo . S. K. lou ask if the accent must always he 
present in a measure, and seem to think that the use !• 
syncopation shows that it is not obligatory. You a ■ 
error in that contention. No music is music withom 
rhythmic flow, aud to effect rhythmic flow tlier 
must be accent. This accent may vary considerably 
however, in its intensity. In a powerfully dramati' 
composition, in a hold triumphal march or polonaise in 
a sprightly scherzo or valse-caprice, the accentual pulse 
must beat high, like that of the revelers so vividly 
painted by Byron in the celebrated passage of the third 
canto of “ Childe Harold ” ; but in a nocturne, in a s„l 
emn sustained adagio, in a gentle cradle song, or even 
in a flowing rondo and a playful caprice, the accents must 
not thrust themselves through the lacework of the tone- 
web. 
Did you ever hold in your hand a bird, a canary ora 
robin, or even a common chick ? If you have, you will 
remember how there was a vivid sense of trembling, 
warm palpitating life, in yonr hollowed hand, and there 
seemed no moment that the intensity and vividness of 
that life diminished or ceased. So hold in your band 
these poetic metaphorical birds, these “winged words” 
of the modern musician. There must al ways be the con¬ 
sciousness ol emotion, and emotion always must change 
from stage to stage, from strength to strength. 
Always feel your music while you play, and play so 
that those who hear you will be compelled to feel. 
Music is to thought what hot, scarlet, rushing blood is 
to the framework of the winged bird. Keep your music 
full of good, pure, scarlet, arterial blood at full pulse. 
ADVERTISING AGAIN. 
[The two articles on advertising, “Unprofessional 
Advertising” and “Honesty in Advertising,” have 
called forth quite a number of replies. Although The 
Etude discourages discussions and replies, we give space 
to two writers because they present new and original in¬ 
formation that is quite apart from any form of discus¬ 
sion.—Editor.] 
Thebe are but three pro- 
ADVERTISING IS fessions—medicine, theology, 
LEGITIMATE. and law. In all these the 
By Hekbert E. Haul, M.D. public is protected against the 
quack by legislative enact¬ 
ments ; but can this be said of music ? Does mnsic rise 
even to the dignity of legislative interference at this 
time ? 
The grand criterion must be in this case this question, 
“Are you seeking music for art’s sake merely, or are 
you making of it a vocation, the means of earning a 
livelihood?” With the great majority it is a calling, 
and a stern one, too. They must at once get returns. 
Some can not wait, for their little stock of funds is almost 
exhausted when they begin their work. 
I control the advertising of 600 artists, probably more 
than any paper or manager in this country. The fol¬ 
lowing ideas are based on results positive, and on experi¬ 
ences that can not be gainsaid : 
How is a new-comer in the great cities to get engage- 
ments without being known ? What other way has she 
but in advertising? What other medium is as efficacious 
as the press? Naturally, the artist turns to the musical 
journals, and states therein what she has to offer to the 
public. The advertising that hurts and that is inartistic 
is that which states a lie, and this always hurts the 
author a thousandfold. It is never unprofessional to 
state truthfully wlrat one has to offer the world at large. 
If you are a soprano, say that you have a good repertorj 
and your references, and you thereby save an immense 
amount of correspondence. 
Illustrated advertising in the shape of a portrait ol 
the author can be overdone, but experience teaches 
quickly when the limit is reached. 
A truthful card never hurts the artist, hut is often t e 
• 2 stone to fame. The doctor who claims exclu- 
8tePP!!fthods of healing is voted a quack, and rightly 
- A by the individual with common sense. So is it 
69 in music that exclusive systems of teaching are 
Tver successful when advertised. Is there but one 
path to voice-culture? Does but one road lead to correct 
piano technic? 
Musicians and methods find most speedily their own 
level The? are like wal:el' *n t*1'9 re9Pcct, or rather 
like oil, for they do not affiliate with humanity gener- 
allv They float on top the stream, and look with dis¬ 
dain on the legitimate worker. 
Let me ask a solution to this problem, the most serious 
inhuman life. Miss V has $1000 left her ; she is a fair 
pianist, and goes to Europe. While there she is 
asciminlating stock-iu-trade in the way of skill. Now, 
she comes home with but a few hundred left, and she 
must at once market this skill. What comes if she 
does not do it? Hunger and the street. That is the 
outcome, and last winter we had a taste even of suicide 
in New York. 
Time and again I have helped such through advertis¬ 
ing, and it is not a disagreeable experience to place a 
person ontof the reach of hunger or need. I havecome 
to have the firm belief that a good, well-worded adver¬ 
tisement is like a savings-bank account. 
Results tell, and we are living for them alone. When 
a teacher tells me to change her card, as she can not take 
any more pupils, I say all praise to advertising as a fine 
art. 
Let ns not deride any practice because it is abused by 
a few, but consider the benefits to the many who need 
them. Consider that in New York there are 8000 singers 
waiting for a chance merely to display their talents. 
The managers rob them, or at least some of them do, but 
advertising gives them a chance to run their own busi¬ 
ness and to share the profits with no one. 
The well-conducted musical journal needs the support 
of every musician to down, through its advertising col¬ 
umns, the practice of blackmail, by making the artist 
independent. Nothing will advance this cause faster 
than to advertise good, legitimate talent and spread the 
news world-wide. 
Over a year ago The 
THE ETHICS OF Etude did me the honor of 
MUSICAL ADVER- publishing a series of articles 
USING. relating to musical advertis¬ 
er J. Francis Cooke, m b. ing. Since that time I have 
received many personal letters 
relating to the series from many distant parts of the 
country, where The Etude evidently reaches. Nearly 
nil desire to know the limit placed upon musical adver¬ 
tising in the line of professional conservatism. Upon 
the appearance of an article in the October Etude con¬ 
demning anything other than the mere display of the 
musician’s name aud residence iu an advertisement, I 
am encouraged to reply, in a general way, to my 
correspondents, and particularly to the aforementioned 
article. 
A Rare Quality. 
ftond common sense is a most valuable possession. 
Good sense ts our only code of manners in music, or any 
other occupation or profession. It is by good sense that 
I’-ople prosper. It is by good sense that people live, 
it is good common sense that forms the foundation for 
all advertising. If your good common sense bids you 
msert a plain business card in the advertising columns 
°f a newspaper, do so. If your good sense bids you 
Paster the dead walls with posters, do so. And if 
lour good sense bids you insert an attractive, straight- 
nrward, interesting, rational advertisment, embellished 
• a Pfoasing half-tone portrait, in a musical paper, ns 
™anJ of the better class of The Etude advertisers have 
)ne recently, go and do likewise. The results forth- 
fifing will he in proportion to your natural endowment 
j. sea8e- If your advertising is good, yonr repnta- 
a will be extended. If yonr advertising is bad, you 
become notorious. 
Medical Advertising. 
^ith many of the more advanced physicians in this 
grea‘cityof New York with whom I have conversed I 
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is su& • T P "“ t0 Cal1’ "PPO* that be 
trained ' g T * d,8eaSe reGuirillg the services of one 
which uh “ therapenlic8 How 1* to determine 
m^ns ofTlaD W°Dld m°St beDefit him if be bas no 
means of learmng of their respective careers? One 
t be a graduate of some antiquated country college 
whereas the other might have been more ambitions, and 
could point to diplomas from Johns Hopkins Univer¬ 
sity, the College of Physicians and Surgeons, and the 
mversity of Berlin hanging in his office. The hard 
student has worked ranch harder than hia indolent 
brother, who may have had a struggle to pass the 
Board of Health examinations. The man with the ex¬ 
tensive experience is better prepared, and deserves to 
have the patient. Bnt how is the patient to know this? 
If both physicians had prepared circulars describing 
their particular specialties, and giving an ontline of their 
experience in plain, unvarnished troth, the hesitating 
patrons and the public at large would have been pro¬ 
tected as well as the deserving physician receiving the 
just reward of his years of hard labor. But no ; a code 
of professional etiquette as absurd, insane, and nnjosi 
a9 the religions tyranny of the Inqnisilion condemns all 
medical advertising as unprofessional. 
Dangerous Practitioners. 
How many of ns can recall cases of death in conse¬ 
quence of the retention of a physician whose inefficiency 
was unknown to the patient ? How many can recall the 
instances of years of wasted time speDt with teacher* 
whose inefficiency has been unknown to pnpils. There 
are grades of doctors and grades of musicians, and adver 
tising would soon disclose to the general pnblic the pro 
fessional status of both, and save many a patient and 
pnpil from disastrous ends. 
Good Advertising. 
GOOD advertising? Here is where the great misun 
derstanding comes. Good advertising is nothing more 
or less than troth coupled with righteous self-re 
It has nothing to do with dishonesty or flagrant conceit. 
It is an imputation upon the intelligence of the pnbln 
to maintain that the people would lie unable to discover 
fraud in advertising. As truth in advertising bmlds «p 
a person’s business, and enables him to extend bis good 
work to the greater benefit of a community, so fraud in 
advertising is immediately discovered and its p.-rne- 
trators so buried in pnblic condemnations that a hit are 
career is well-nigh impossible. 
Printers’ Ink. 
Don’t make the mistake that publicity gained by 
means of printers’ ink is the principal medium for »d 
vertiser® The musician must ^advertised by h.sab.hty, 
IT e a t able to fulfil the prerequisites of a fine 
^Sss^ssssss^ 
my snrpnse o . jjM ^ muMur when 
^-aassss--. 
tUiDg' WASTED ADVKBTIMNh- 
r a ,iu™ that are spent annnally in Of the mi».ons ° onamtif ^ J ^ #rooant u 
oar country, probably , citfd gnd by means 
thrown away in the «■»**£ an’d .ddfere in a 
of poor advertising. ^ ^ iDwrtion in a directory for 
musical journal se ^ know of llifl ability, but 
the convenience of \ jmBeMely by some simple 
its value could masicitn’a work or specialty, m- 
characterizitiou of raenta ftinu*hed upon appl>- 
clnding the line an b profcsri<m-il card bas very 
cation.” 1, simply adds 
little valne in an baloas myriads, with no 
another star to the already n*^ ^ ^ To tb, 
attraction to distinguish Jr gf pn>ft*iooal 
practicing advertiser J ,bf ,tien pt» of the 
Lrds in musical ^ lH.y0nd ,he„ 
. voung ladie8 w u j 
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ability. They are effort* In the right direct job MBd 
of conrse, are vastly betler than an utter dbrreanJ foi 
msiness enterprise, but they fail to entirely 
. *,r.?nrp0**' ‘'“d * more money rxprndrd in 
this direction by the purchase of desirable sp.ee of era 
s.ble «nd , iitlle bre)a, elpe8drf jn ,u 
ment, would not only double receipts, 1ml nail} osad- 
ruple them. 
Personal Advertising. 
I am prood to say that I advenise, and I won Id tie 
very ungrateful If I did not acknowledge It* twos file 
Advertising has brought me pupils to Newr Tork from as 
distant a place as Newfoundlsud. If any ot ray pro¬ 
fessional friends think less of me for my ndtertising, I 
certainly am not conarioos ofit. In fact, 1 exult in n soy 
converts among musician* of nnqueelicned stand leg. 
who have profited by truthful, modest advertising |to 
not allow any one to lead ns backward through lie 
centuries to an age when musician* were despised for 
their “frivolous following" (land Chesterfield), but 
rather let ns work to maintain the liberty of straigbt 
forward advertising practiced iu this ptogriwaive age. 
GENIUS. 
Many a student of inuaic, to excuse hi*shortcomings 
maintain* that the grains ha* an easy time of It, while 
fate bas been a niggard to him. 
Now, wbat la Ibis gruiu* which make* one sneered 
where another fails? Bufl'on my*, “ Psttener is genius " 
Patience ia coupled w ith hope, and hope inspires perse. 
verauce. He does not work blindly ; be thinks that as, 
he reasons and reflects Patience Is calm and cool ; 
without fume or fret, II gor* on with sure steps t# |u 
goal. 
The impatient student hopes to reach the goal in a tew 
short bounds. He rashes ahead wltlmul method, and 
finds himself entangled in tborna, or caught In a quag¬ 
mire. gels discouraged, and drop* out of the rare, 
Carlyle defines genius as “an immense caponly for 
taking pains." The student with this Indtef makes the- 
infinitely small the infinitely *•♦»•« Nothing I* loo 
trivial for notice; a rest la »* tRqiorUmt *• a note , n 
dynamic sign le a command to lie oWyed. 
Bat the superficial student ignores minor details, and 
thinks tbst the piece can lie grasped as a whole in a 
short time. 
Matthew Arnold calls genins " mainly an affair of 
energy." Work in that faith means victory. With per 
sisteot put |«»e the aim Uflied-to will istosn.*e.d ; 
while the purposeless student works by Impalss, »bn te 
and dallies. 
Grorge Henry Lewes writes: “Msny a genius ks* 
hoen slow of growth. Oaks that flourish for a UtMWsnd 
years do not spring Into beauty Ukoa rerst," sod not 
seldom doesgeoiu* go unrecognised until It has woo the 
crown. 
Of those wbo sigh for Uie laurel wtttwml work, Hewry 
Ward Beecher says, " According to tb* popotar twuoa. 
the groins learn* without study, amt knows without 
I earning, hot genius unc* sited is no more gentus than 
a bushel of acorns ts a for**! of oaks 
The po*« of an inflection of tiro voice to looalcoto 
hie and all the pietn.esqne effort* io the w-tU1 are not 
worib, move an aud.encs, a cry oUsrw* *Hh a ;oet 
intonation.—■(- fbgwrfin. 
_Tbe poet vrho get* hi. id*-, at It* |4mo ” 
almost always born poor, or in . fair way * 
* faculties .nto the hands of the common nndtbe 
liennlacc For there very hands, which, think* to 
Haunt practice and tram ing. finally oc|«ire o sort of 
impendence and will of tb*ir own. are *»««**» 
. masters over the creative power. 
Indifferently doe* hr crest* whore .ssre mt ■* j»Ar* 
of the iders* which be simnlUne.«riy wire. »d 
eritim ***- This menu) ret.W ^ 
musical virions, and to a divine s*fH belonging * 
murif alone, iwcoraprohesotwe to lbs Isyrosn 
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Edited by FANNY MORRIS SMITH. 
ON “ A RETIRING 
BOARD FOR 
AMATEURS.” 
By Miss C. N. Smith. 
In an article recently pub¬ 
lished in the “Century,” 
entitled “A Retiring Board 
for Amateurs,” the author 
makes an onslaught on that 
inoffensive and humble fra¬ 
ternity, and shows them the door to the temple of art 
in vigorous terms. But can the world do without the 
amateur ? Has it ever done without him ? 
When we consider the class who demand from a 
suffering public the recognition and remuneration legit¬ 
imately .due to proficiency only, and give in return 
unskilled and unsatisfactory work, we touch upon a 
real evil which is to be found in every art and profession 
from the kitchen to the pulpit. So, too, when we 
lament the mistaken ambitions and failures in art and 
music which sadden the world of art. There are many 
heartbreaks, many failures, many instances of talent 
forced by injudicious friends into a position only 
genius can fill acceptably,—but does our critic employ 
the right term? It is not the amateur to whom he 
refers, but the would-be professional, who wastes the 
“flower-like years of youth” and lives in want and 
hardship abroad. Never does any amateur turn her 
back upon marriage for the sake of her art. These 
girls, for whose vanished youth the “Century” and 
every one familiar with art life mourns, are study¬ 
ing for professional careers. Such ambitious students 
might be happier married, but it may be safely stated 
that had marriage suggested itself attractively to them 
as a profession, they would not be eating the bread 
(without butter) of sadness in foreign pensions. These 
are girls who would be workers at home. What they 
are trying to do abroad is to gain an education which 
will enable them to earn their living to better advantage 
on their return. But should the amateur retire from 
art to make room for them ? 
The amateur is a very different kind of a person. He 
belongs to a class that needs all the aids and incentives 
to work that can be given. He is doubtful of himself 
easily discouraged, diffident of his power to give pleasure 
to others, prone to inquire at every step cui bono, and often 
giving up a pursuit that is a resource and a real help to 
character for lack of sympathetic and congenial sur¬ 
roundings. The amateur is one in whom temperament 
must, to a great extent, replace technic ; one who gives 
not time, but leisure to bis pursuit. Only those who 
have tried it can tell how difficult it is to secure leisure 
in a busy community ; how frequent and apparently 
imperative the calls upon time and strength, how firm 
must be one’s resolution. This is particularly the case 
with the amateur musician, who must give long hours 
to monotonous practice, at times chosen to suit the con¬ 
venience of her family on account of the noise, who is 
o ten forced into the position of apparent selfishness, 
both in their eyes and her own. 
In this country, especially, the path of the amateur 
is made thorny. In England the use and meaning of 
accomplishments is better understood. Why, we ask 
ourselves, shall we teach a child to draw who has no 
talent for painting? Why give music lessons to one who 
has no natural ear? Why spend hours at the piano 
when one intends to “do nothing with it”—that is to 
say, does not intend to earn money by it? This stand¬ 
point is due to our mistaken idea of education. America 
has not learned that education should not only fosterour 
natural powers, but supply deficiencies, so that we can 
make use of all this world offers us. Drawing should be 
taught that we may learn to see correctly. Every musi¬ 
cal advantage possible given, that we may hear and feel 
The dull ear can be cultivated, and even a small voice 
placed. Even if in after years we seem to make no per¬ 
sonal use of these things, they have still been keys to 
unlock the world of beauty ; the time and money are 
not lost. The self conquest that has been necessary to 
make us do not wbat we like, bnt what we must, is 
worth a great deal to one’s character, and while we may 
not be among those who can create or interpret beauty, 
we at least have been trained to appreciation. 
It is here that the professional should do justice to the 
amateur. We confess that the trained writer might, per¬ 
haps, have some grounds for dreading the incursions of 
the amateur into his particular field. His medium does 
not present any insurmountable difficulties in the mat¬ 
ter of technic. In art and music—especially music- 
no jealousy is possible. It is not only the relative amount 
of talent, but of training, that separates the perform¬ 
ances of one from those of the other, while it is to the 
amateur that the musician must look for sympathy and 
encouragement. It is the amateur only who can appre¬ 
ciate the difficulties conquered by the artist. It is he 
who makes possible concert and recital; whose applause 
is generous, because untinged with envy • whose enthu¬ 
siasm is genuine, because infused by sympathy 
Decidedly, it will be a black Friday for music when 
amateurs retire. 
music analyzed and discussed from histori , 
points would aid intelligent appreciation ^ 
It is easy to see what could be done in tv 
the study of such large forms as the sonata in 
The demand for illustrated musical i«.tl!. 
amateurs and student* is rapidly increasing an^* 
is a prom'sing field for the ambitions musicL 
W hat is the best preparation for this work ? 
The well-known president of a certain J 
seems to have found an answer to the questsT*? 
the past two years a group of students in this con. ^ 
tory have been studying Beethoven, Haydn and 
sonatas. At this class the playing of perhanl t 
Beethoven sonatas by two pupils is followed by write 
criticisms by the class, which are read and comm^S 
upon by the teacher, who closes with his own criticism 
ot the interpretation and subject-matter 
This accomplishes, first, the ability to play before an 
audience with composure ; second, the drill in preparing 
and presenting analyses ; and third, the training of the 
class in writing intelligent criticism. 
When the program is a miscellaneous one, the nom- 
bers are prepared as before. The pupil lecturer, pointer 
in hand, analyzes and indicates important phrases 
themes, etc. When the program is concluded, the class 
is again called on to write upon some important subject 
such as sight reading, or the sonata : its form and his¬ 
tory. 
Such work is invaluable. It is one thing to appear 
before an audience and render one number, but to in¬ 
terest and instruct an audience for an hour and a half is 
quite another thing. 
With such training, and with the use of ocular dem¬ 
onstrations combined with musical illustration, the 
future of the musical lecture opens on a new field of 
usefulness and popular success. 
THP pi iti me nr- Not many years ago a new 
THE LECTlSfp «lane‘aPPear6d iD the masical 
RFCITAi ^ firmament—the lecture re¬ 
cital, introduced by Edward 
By Alice E. Marsh. Baxter Perry, Walter Dam- 
, rosch, Amy Fay, and others. 
A retrospective glance affords the conviction that this 
lecture recital is here to stay, and though as organized 
at present it hardly meets the increasing demands upon 
the lecture platform artist, a short study of the situation 
niay help to point out both the deficiency and its rern- 
Music audiences are usually made up of a varied class 
rangmg from the entirely uninstructed music lover to 
to enh t- V6 atter d0e8 n0t "eed analJ?s>8 or lecture 
enhance his enjoyment of the program, but to the 
How often the musician learns from the whispered 
conversation about him, between the numbers of a 
recital, that his neighbors do not know when one piece 
6nds and another begins ^ 
then have been unrecognized, and why ’ 
Because few in the audience would have been ahi* * 
H S/X\Pf3ysTsheD Played Wh8t h8d b6C“ 
clear, and this difficulty is obviated. The blackboard 
X^ttCharVrthe Iantera-Slide -ive the d S 
and arrange that it turn as he plays so that the !! . ’ 
can see the music as he plavs it v ■ \^eandlence 
Sr- 
We all know that even an 
A MUSICAL artist needs tools, though few 
LIBRARY. teachers of music realize it. 
By Katherine l. Smith. One of the essentials of a good 
musical education (and not 
the only one) is the playing of an instrument; intelli¬ 
gent rendition is another. No piece can he said to be 
thoroughly studied without an effort to interpret the 
composer’s thought, and no one can understand a com¬ 
poser without knowing his life, surroundings, and 
motive in writing. A musical library is, therefore, of 
importance to all students and teachers. In the larger 
cities one can, of course, have access to the public 
library. In Brooklyn and New York there are libraries 
which not only contain musical literature, but also 
circulate music. 
The Brooklyn library was the first to try this experi¬ 
ment, which has been of great benefit to many, especially 
to those who like to study the score before attending 
an opera or oratorio. 
In the Newberry Library in Chicago there are sound¬ 
proof music rooms, with piano and violin, which afford 
opportunity to try the scores collected by the library. 
This collection is rich in old music, containing original 
works published in 1600. 
Yale Divinity School has a musical library; the 
Boston Public Library has an alcove filled with interest¬ 
ing reading matter on mnsical lines ; so have Astor and 
Lenox Libraries in New York. 
Paris, London, and Birmingham are among the cities 
that possess circulating music, and in Germany alone 
there are 103 libraries with extensive collections. The 
publishing house of Peters possesses the Peters Memorial 
Library, at Leipzig, where 10,000 volumes and rare 
scores are to be seen. 
“This is all very well,” I hear some interested reader 
exclaim, “but I live in a small place. We have no 
public library, and even if we did, I prefer to own my 
own books and have them ready for instant nse. ” 
It is exactly for you that this article is written, and it 
is my purpose to try to suggest to you some books which 
will form a valuable nucleus for your own private 
library. For, of course, if yon have access to no public 
library, you must own books yourself. Every one who 
can afford this luxury will find it gradually becomes a 
necessity, and the collecting of a musical library will 
be a delight. 
Let me consider what a music teacher or student 
needs. There are biography, letters of musicians, essays 
on musical art, histories, and books of general musical 
interest. 
Every book on these lines she may not be able to 
obtain, but she can, at least, make the beginning— 
obtain the nucleus of a library. She will find all such 
books, if reliable, are of immense value in teaching, for 
she can lend the works needed for the proper study of a 
piece to her scholars. Categorically arrayed, the average 
music teacher will fiDd the following books desirable : 
“Dictionary of Music and Musicians,” by Dr. Hngo 
Riemann ; “Musical Dictionary of Musical Terms,” by 
Hugh A. Clarke ; “Dictionary of Musical Terms’” by 
Stainer and Barrett. 
All of these are standard works of great value for 
reference and mnsical reading. 
Louis C. Elson has a book, “Curiosities of Music,” 
containing facts not generally known, which it is desir¬ 
able to possess. 
Among biographies, there is a series by Nohl, of 
which those of Beethoven, Haydn, Mozart, Wagner, 
etc., are good examples. 
Celebrated Pianists of Past and Present ” is an up- 
to-date book, illustrated with 150 portraits of European 
and American pianists of the past and present. 
“Life of Chopin,” by Niecks ; “ Life of Handel,” by 
Kickstro ; Lite of Schumann,” by Reissmann ; and 
“Life of Mendelssohn,” by Lampadius, are all desir¬ 
able. 
Under the head of “ Letters of Musicians ” one would 
consider “Mendelssohn’s Letters,” illustrated by him¬ 
self, and “A Conversation on Music,” by Rubinstein, 
recent valuable additions to mnsical literature ; “ Let¬ 
ters of Mozart, Beethoven, Schumann”—all translated 
by Lady Wallace. Such an array of readable miscella¬ 
neous musical matter presents itself that only a few 
books can be jotted down. There are two volumes of 
“Music and Musicians,” by Robert Schumann, that 
will prove of value. “Music and Morals,” by Ha- 
weis; “ Woman in Music,” by Upton—all good. “The 
Embellishments of Music,” by Russell; “The Music 
Life,” by Tapper; “Music and Culture,” by Merz ; 
“European Reminiscences,” by Elson ; “Anecdotes of 
Great Musicians,” by Gates ; “ Mozart’s Journeys,” by 
Morike ; “Musical Mosaics,” by Gates; “Rules for 
Young Musicians,” by Schumann ; “Music. Its Ideals 
and Methods,” by Mathews; “In Praise of Music,” 
by Gates. 
History should also come in for its share of attention: 
such a book as “Lessons in Music History,” by Fill¬ 
more, is a comprehensive outline of musical history, and 
“Pianoforte Music,” by the same author. It groups 
composers and their works into epochs. 
There are stories also to be added to our list, for a 
teacher can frequently arouse enthusiasm in a pupil by 
lending him a story, where she could talk or read lec¬ 
tures ad infinitum.. One can learn from this class of 
works if they are well selected : “ Charles Auchester,” 
by Elizabeth Shepperd, is perhaps the best-known mn¬ 
sical novel; “ The First Violin” has given tnnch pleas¬ 
ure; “The Blue Ribbon,” by the author of “St.Olave’s,’’ 
is worth a perusal. Some of these can be purchased in 
cheap editions. “Musical Sketches,” by ElsiePolko, 
is a collection of short stories of noted people, showing 
care in compilation. A witty little paper-covered vol¬ 
ume is “Scratch Club, ” by A. Clarke. “MusicStudy 
in Germany, ” by Miss Fay, has had a wide sale, and one 
dislikes to lay down the book. “Alcestis ” is a charm¬ 
ing masical work, and we add to a collection “Studies 
in Wagnerian Drama,” by Krehbiel. 
The little folks, too, should be remembered in the 
teacher’s library, and in this line they have been well 
provided for by publishers. The vast amount of kin¬ 
dergarten literature is a help here. Charles Kingsley 
has his “ Water Babies ” ; Prang & Co. have some ex¬ 
quisite books, among them “Baby’s Lullaby Book,” a 
collection of “Mother Songs,’’ with music by Chad¬ 
wick. Walter Satterles has an illustrated volume, 
Cradle Songs of All Nations,” which are faithful to 
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life, attractive, and excellent for amateur musical tab- 
leaux. 
1 Musicians in Rhyme for Childhood Time ” is sure 
to attract the little people. It is a series of poems and 
pictures from Palestrina to Wagner ; “ Music Talks 
with Children,” by Thomas Tapper, is a helpful, inspir 
ing book, and “ Plays and Songs,” a collection of kin¬ 
dergarten songs and plays, are simple and suited to 
children’s tastes. 
Our list has, of course, by no means included the en¬ 
tire field, but is rather given as a hint to teachers of 
what to buy. Magazines and periodicals bring to ns 
all valuable articles, and it is well to keep them on file. 
The cost of these books is not much, and no teacher 
would buy them all at once. Begin, buy a book at a 
time, and before long you will have quite a collection, 
which will be of inestimable value to the teacher, who 
will wonder how she ever thought of it. 
The Etude’s prize contest 
“ THE ETUDE’S ” for the twelve best books to 
PRIZE LIBRARY form a club library closes 
CONTEST. with this issue. Of the whole 
number presented, the follow- 
lowing, by Lillian Wildhauer, of Chicago, Ill., is the 
broadest and most comprehensive, and The Etude has 
accordingly mailed her “A Noble Art,” a history of the 
construction of the pianoforte itself) as the best compli¬ 
ment to her list. 
What twelve books, exclusive of dictionaries and en¬ 
cyclopedias, would form the best working library for a 
village club obliged to depend on its own resources? 
1. “Chats with Music Students,” T. Tapper. 
2. “How to Listen to Music,” . . Henry E. Krehbiel 
.3. “How to Understand Music,” . W. 8. B Mathews. 
4. “Woman in Music,”.George P. Upton. 
5. “Celebrated Pianists of the 
Past and Present,” . . . . A. Ehrlich. 
6. “Popular History of Music,” . W. S B. Mathews. 
7. “Music and Culture,” . . . . Karl Merz. 
8. “Studies of the Great Com¬ 
posers,” .C. H. H. Parry. 
9. “ Beautiiul in Music,” . . . • E. Hanslick. 
10. “Soundand Music,”.S. Taylor. 
11. “The Orchestra, and How to 
Write for It,”.F Corder. 
12. “ Voice, Song, and Speech,” . Brown and Behnke. 
The lists by Miss Lola M. Gilbert, of Effingham, Ill.; 
Miss Effie W. Munson, of Zanesville, O, and Miss 
Willa Sidebotham, of Meadville, Mo , also deserve 
spscial mention. We publish the two latter : 
1. “ A Popular History of Music,” Mathews. 
2. “ Masters and Their Music,” .Mathews. 
3. “Great Composers,”.Bourne. 
4. “ Great Singers, Violinists, and 
Pianists,”.Ferris. 
5. “ History of Pianoforte Music,” Fillmore. 
6. “ One Hundred Years of Music 
in America.” 
7. “ Theory of Music,”.Elson. 
8. “ History of German Song,” . Elson. 
9. “ Celebrated Pianists of the 
Past and Present,” .... Ehrlich. 
10. “ Mezzo tints of Modern Mu¬ 
sic,” .Huneker. 
11. “How to Understand Music,” Mathews. 
12. “Pipesand Strings,”.Gates. 
Effie W. Munson. 
1. “ 
2. “ 
3. “ 
4. “ 
5. “ 
6. “ 
7. “ 
8. “ 
9. “ 
10. “ 
11. “ 
12. “ 
Talks with Piano Teachers,” Wrlkins-Gutman. 
The Music Life and How to 
Succeed in It,”.Thomas Tapper. 
Chats with Music Students,” Thomas Tapper. 
Music and Culture,” . . • .Carl Merz. 
The Embellishments of Mu¬ 
sic,” .. L. A. Russell. 
Hundred Years of Music in 
America,”.Mathews. 
World Music ” (in three vol¬ 
umes, Singers, Yirtnosi, 
and Composers), .... Bremont. 
How to Listen to Music,” ■ ■ Krehbiel. 
European Reminiscences,” • Elson. 
How to Understand Music ” 
(in two volumes).Mathews. 
Musical Hints,”.Merz. 
Lessons in Musical History 
and History of Pianoforte 
Music,” .J- C. Fillmore. 
Willa E. Sidebotham. 
T'irst Week.—Music of the 
PROGRAM OF WORK Sea 
FOR COMING YEAR Second IFeeA-.-Moti ves 
OF “THE CRE- Phrases, and Period s’ 
SCENDO,” NEW. (Iliustrated.) 
BURG, N. Y. Third Week.—Imitation and 
FugueForms. (Illustrated.) 
Fourth Week.—Music of Motherhood. Paper, “ Music 
a Factor in Child Education.’’ 
Fifth II eek.—The Ballad. Paper, “ Forms of the Bal¬ 
lad in Different Nations.” 
Sixth IIeek. The Anthem, Madrigal, etc. Paper, “His¬ 
toric Anthems and Their Composers.” 
Seventh Week. The Recitative. (Illnstrated.) Aria and 
Scena. (Illnstrated.) 
Eighth Week.—Thoroughly Composed Song. (Illus¬ 
trated.) Paper, “Ideal Song Composers.” 
Ainih IIeek. Martial Music. Paper, “Music in His¬ 
tory.” 
Tenth Week. Unitary, Binary, and Ternary Form. 
(Illnstrated.) Paper, “Descriptive and Suggestive 
Music.” 
Eleventh Week.—The Sonata. (Illustrated.) 
Twelfth Week.—Music of Devotion. Paper, “Hymnol- 
ogy.” 
Thirteenth Week.—Chamber Music and Its Origin. 
Fourteenth Wee*.—Antique Dance Forms. (IHuittrated.) 
Modern Dance Forms. (Illustrated.) 
Fifteenth Week.—Music of Sentiment. Paper, “ Music 
in Literature.” 
Sixteenth Week.—Syncopation and Its Uses. (Illus¬ 
trated.) 
Seventeenth Week.—Music of the Summer-time. Paper, 
“ Music in Nature.” 
In connection with the above a roll-call is used, each 
member responding by an item of current masical in¬ 
terest. 
Each member is expected to take an active part in the 
program, her selection to be appropriate to the topic of 
the day. 
Mbs. Naboi.kon Hill, 
WORK OF THE NA. member of the Board of Man- 
riONAL FEDERA- agementof the National Ked- 
I ION OF MUSICAL eration of Mnsical Clulm, has 
CLUBS, MEMPHIS, resigned the vice-presidency 
TENN. of the Southern Middle Sec- 
By Mks. Thomas E. Ei.i.ison. tion. 
Id June Mrs. Hill opened 
with a concert the “ Woman’s Building,’’ which she 
has built for the nse of the women’s clnbs of Memphis. 
Mrs. Hill’s extensive local club work deprives the 
Federation of a valuable Board member. 
Mrs. Engene F. Verdery, of Sand Hills, Angusta, 
Ga., president of the Verdery Club, a director of the 
Southern Middle Section, an able member of tbe Board, 
has been elected by the Board of Management to sne- 
ceed Mrs. Hill. 
Clubs throughout the Southern Middle Section desir¬ 
ing to be in touch with the Federation through tbe sec¬ 
tional vice-president may hereafter communicate with 
Mrs. Verdery. 
Miss Helen A. Storer, Artist Committee of tbe Na¬ 
tional Federation of Masical Clnbs, has placed Miss 
Leonora Jackson, the violiniate, with the following claim: 
Mozart Club, Dayton, O. ;Tne»day Masical Club, Akron, 
O.; Fortnightly Clnb, Cleveland, O.; Saint Cecelia Club, 
Grand Rapids, Mich.; Chicago Amateur Clnb, Chicago, 
III.; Schubert Clnb, St. Paul, Minn.; Tuesday Musical 
Club, Denver, Col.; The Mnsical Club,'Portland, Ore. 
Several other clnbs have in consideration the few re¬ 
maining dates which Victor Thrane has for this yonng 
artist. 
Miss Storer has also arranged concerts for the follow¬ 
ing artists: Hamhonrg, Kneisel Quartet, Max Heinrich, 
Genevieve Clark Wilson, Philharmonic Quartet of 
Cleveland, David Bispham, Mrs. Seabary Ford, George 
Hamlin, Pittsburg Orchestra, Sara Walker Black, Re¬ 
gina Watson, Ernest Gamble, Frederic Bancroft, Mr*. 
Katherine Talbot, Frederic Archer, Luigi Von Knnits, 
Ericsson Bnshnell, and Godowsky. 
Tbe Cecelia Clnb, of Grand Rapids, Morning Mnsical 
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CInb, of Fort Wayne, and Tuesday Musical Club, of 
Akron, have arranged all of their concerts for the season 
through the Artist Committee. 
The Union Musical Club, of St. Louis ; Tuesday Musi¬ 
cal Club, of Knoxville, Tenn.; Philomel Club, of Warren, 
Pa.; Musical Culture Club, of Decatur, Ill.; Wednesday 
Musical Club, of Tiffin, O.; Polyhymnia Club, of Sagi¬ 
naw, Mich., and Ladies Matinee Musical, of Indianapo. 
lis, are also among the prominent clubs now in consulta¬ 
tion with Miss Storer. 
Mrs. F. S. Ward well, of Danbury, Conn., and Miss 
Helen Meeker, a committee appointed by the president 
Mrs. Edwin F. Uhl, of Grand Rapids, Mich., have pre¬ 
pared a constitution and by-laws which is recommended 
by the National Federation of Musical Clnbs for the use 
of federated clubs. It is hoped this constitution will 
be of benefit to clubs just forming that contemplate 
union with the Federation, and an assistance to those 
already formed that wish to change their present con¬ 
stitution, or would like suggestions in the management 
of the club. 
A set of program books has also been prepared by the 
Federation, Mrs. F. S. Wardwell, chairman of the com¬ 
mittee. The course is for seven years, or each year’s 
study may be used according to the needs of any club. 
The first year as planned is a general view of music, 
devoting a day to harmony, musical form, the piano,’ 
history of music, performers, teachers, methods of 
teaching, the voice, the opera, the oratorio, the orchestra 
and orchestral instruments, American music. Second 
year: 1 History of Music,” prepared by Miss Mary G. 
French, New Haven, Conn. Third year: Nationalities 
m music (except the German). Fourth, fifth, and sixth 
years : German music. Seventh year: Literary works 
of famous composers. 
THE ETUDE 
Organ anb Cboh\ 
- .—'■NZV'' —v — _   n 
W) 
EDITED BY EVERETT E. TRUETTE. 
CHIPS. 
BY H. sc:IIIr,FPARTH-STRA U B. 
Hu that introduced into our musical world the eu¬ 
phonious term “eisteddfod ” should have a monument 
erected to his memory, with his followers grouped around 
the pedestal on dedication day, shouting from morning 
until night “ Eisteddfod ! ” 
Our women’s musical clubs are accused of being too 
partial to ancient composers, who, according to the 
critic, are to-day “sufficiently recognized and under¬ 
stood.” Ah, who would not like to witness the angelic 
smiles of those immortals when the interplanetary tele¬ 
graph brings the glad tidings to Valhalla 1 
The same critic launches a philippic against “ama¬ 
teurs” and “aliens.” It seems to be the first time 
that these two classes are scolded under one breath 
The “Paderewskis,” etc., will relish the compliment 
less than the much-abused amateurs. 
Who knows of a better musical leaven for any 
country than a limited number of thorough, divinely 
iuspired professionals and a host of enthusiastic ama¬ 
teurs ? 
The giants of to-day are not measured by the yard. 
As physical exercise develops onr physical nature so 
mental and spiritual exercise develop onr mental ’and 
spiritual natures. 
The road to Parnassus is not laid out with carpets 
Affluence favors the sway of the senses and dampens 
the fire of the soul. 
The few rich men who ever succeeded in reaching the 
heights of genius did not succeed through wealth, but 
in spite of it ;.they were mental and moral giants. ’ 
Women’s musical clubs and women’s clubs in gen¬ 
eral are unmistakable guide-boards at the threshold of 
the new century. Ea avant, sisters ! en avant! May 
the spiritual germ working within you expand to its 
fullest capacity, beginning by killing off all petty van¬ 
ity ! Bnt beware of the mantle of Diogenes. 
—A man should hear a little music, read a little poetry 
and see a fine picture every day of his life, in order that 
worldly cares may not obliterate the sense of the beau¬ 
tiful which God has implanted in the human soul.— 
Goellie. 
The following letter has 
WOMEN AS been received from a sub- 
ORGANISTS. scriber in Florida: 
' “I read an article in the 
August Etude in which the author stated that several 
women of his acquaintance had well-developed cases of 
curvature of the spine. Does organ-playing always 
affect women in this manner, or were these casts excep¬ 
tional ? With all due respect to the writer of the arti¬ 
cle to which reference is made in the August Etude. I 
claim that there is no more necessity for a woman to 
contract curvature ot the spine ’ or any other serious 
disorder—internal or external—by playing the organ 
than for her to contract the same disorder rocking in a 
rocking chair. If she were to rock to and fro vigorously 
and steadily fourteen hours daily for weeks, she would 
undoubtedly‘contract’some disorder. Likewise four¬ 
teen hours daily at the organ would be injurious,’but a 
reasonable amount of organ-practice—say three hours 
per clay, with a rest between the hours—will not injure 
a woman who is fairly well at the start, provided she 
si 8 property and uses only the necessary muscles in pedal¬ 
ing. It is the superfluous motions, strains, and exer¬ 
tions which cause the troubles of which some women 
complain. 
“It is an acknowledged fact that walking is invig¬ 
orating and, at least, is not injurious to a person in ordi¬ 
nary health, but if a woman should cramp the body into 
some outlandish position, and try to walk on the sides 
jnrious fe6t’ 8he W°U d’ undoubtedly. find walking in- 
all rivht WT‘f-thSitS 3tth? organ’ 8he thinks she is 
an right. Ask her what muscles she uses in pedaling 
nm!«heJ general!y reply, * why those of the feet and 
limbs, of course. Very true, but in many cases she 
back ° of the*1 should8 ^ of the ™ist, of the 
naefe, ot the shoulders, and even of the neck to sav 
caiMe'the trouble.**™81 and a11 tbese what 
One can contract some of the muscles of the stomach 
with every note played by the feet and bring on dTpep 
foot nnh,e,fa“ T the mnscles of the shoulders as each 
l!° nP; ' rl,)Wu 8 bey atKl ?a,,se backache, etc. One ran 
... J rh the head and twitch the muscles of thp throat 
wi th every pedal, aud after getting heated go out X 
ffiw X 8 S,’re thr°at is the res"'t- These are onH a 
X f!le unnecessary ailings due to improper Methods 
livt 'hV “ igpssigl 
IbatTnno°cen Spld J 6 wX" ™torti°DS * pedaHng 
the interT^^tvisTblf £ 
SSr°man’ haTe had ‘curvature,-e^ 
study of the organ, and because their failing «. 
gives out entirely, they decry all organ practice 8 h 
w.In P ?^IDg- scale8’ arPe?gios, and similar finger 
work on the piano, the muscles of the fingers do ft. 
playing and the arms simply support amf cX ![ 
hands hack and forth. The muscles of the back and 
neck are not exerted with every note or group of note 
It they were, ‘curvature of the spine’ might “cm. 
from play,ng scales. Now, in pedal-playingofS 
and similar ‘passage-work’ the same principles annlv 
only in a larger degree, as, while we have ten fingers 
we have only four equivalents (two points and^two 
heels) in pedaling to do the same work. The points and 
heels should move up and down and sideways from the 
ankles only the limbs simply supporting the tiet and 
sXX* ! T back, “d forth The muscles of the 
nXX bX sbotddersi neck, etc., shenld do nothing 
more than they do when sitting at the piano—that is 
an position and turning the body 
slightly toward the treble or hass ends of the keyboard 
^nOCS8i°n de™a,I?d8‘ Four-fifths of the pedaling can 
thus be done wholly from the ankles. When long skips 
are to be made quickly, requiring the rapid movement 
ot either foot np or down an octave or more, then it is 
necessary to use the mnscles of the back. This occure 
only in a small fraction of the pedal passages, and need 
not be injurious. 
Now, I beg of you, readers of the gentler sex, do 
not misnnderstaud me. I grant that organ practice is 
somewhat more fatiguing than piano practice, but any 
woman who can stand four hours’ daily piano practice 
can endure three Fours per day at the organ, in placeof 
the piano practice, without injury, if she will but avoid 
unnecessary motions and exertions in pedaling. 
Everett E. Truette. 
ad infinitum. 
StaffsUSSS rai,i,1|yand 
immediately says - ‘You m e. rl8ts, ?***’ tbe teacher 
stiff. A pain in7the w2 ”ot wrists get 
ticing wrong. You should'y°n are Prac' 
flexible.’ The same nrincinU P ,*be Wmt Ioose a«d 
a woman (or a man Hhi, P c a?P les In Pedaling. If 
her back aches in practicing’ f°>r !bat lnat,er) finds that 
indication thatsLCtShiole *Mrfes’ « is a snre 
which i.s wholly unnecessary* hTef /he back, 
aches, itsnrely indicates that tbi tb® b,a°k °f her neck 
are being unn^r^bnsPd f^r80'68 °f the 
be no more active tha/when siftinn-* m?8c,e8!,hon]d 
imr The same thing i^true of iofe i* W,thont P*dal- 
“Of course T 1 ■ ,nternal muscles. 
attempt organ’ practice ariThl'foiiiv** “I1 ,women *ho 
woman is so weak that .r,? ' I y Ropd health. If a 
half-honr wiThtuV^ridemhleltf ”*Vn 8 (’hair a 
Under the above heading 
ORGANISTS I HAVE a writer in a recent issue of 
KNOWN. the “Nonconformist Musical 
Journal” (English) gives a 
description of several kinds of organists. As we have 
several of him ” on this side of the pond, it may not 
be amiss to hold np the mirror which this writer has 
well silvered, and which reflects brilliantly, in order 
that each may see himself as others see him. 
In introducing his characters the writer says, “There 
is a sublimity and ridiculousness about some of the 
apostles of this high art that would be apparent to the 
most casual of observers,” and then goes on to depict, 
first, “ the plodder.” There are two kinds. “Thefirst, 
by dint of hard work, eventually reaches to agoedplace 
in his profession. He plods on because he loves his call¬ 
ing, and has made up his mind to succeed, and persist¬ 
ence brings its reward. Plodder No. 2 takes up music 
as a profession as he would any other means of liveli¬ 
hood presenting itself to him. He must do something 
for a living, and in a businesslike way goes to the organ. 
He is somewhat intelligent, but does not aspire to a 
higher degree of excellence than circumstances actually 
compel him. He scarcely ever plays a wroDg note, and 
follows printed directions in his organ music quite care¬ 
fully. He keeps in the same rut year after year unfil be 
is superseded or dismissed.” 
Standing out in extreme contrast to the “plodder” is 
the “genius,” of which there are likewise two kinds. 
The first is a man of excitable temperament, between 
whose soul and music there is a subtle affinity hard to 
describe but patent in its effect.” Put this player at 
the organ and you get a revelation as to what the organ 
is capable of. His hearers feel his playing as well as 
hear it. In accompanying a service this player plays 
from the words as much as from the music, and is 
playing a work for the organ ; the theme and ideas 
of the composer are as apparent to him as the nota¬ 
tion. He has been known to miss a train, fail to keep 
an appointment, and commit a good many other siDS 
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of omission because he happened to sit down to his 
piano a few moments before it was time to leave his 
house, and the minutes proved very loDg ones. Genius 
No. 2 has nothing outwardly to show that he is a musi¬ 
cian. He is to a degree methodical and unassuming, and 
was an extraordinarily quick pupil. He holds a promi¬ 
nent position and has won for himself an honored name. 
If conscious of his own ability, he never parades it nor 
looks down with disdain upon those who are laboriously 
trying to mount the ladder of success which he scaled so 
easily. Next the writer pictures the “fop, who is in 
appearance a ‘gentleman,’ but to those who become ac¬ 
quainted with him it is evident that the matter ends 
inappearance He prides himself on beinga ‘gentleman,’ 
and is very carefal with whom he associates.” When 
the fop came to town, there was hardly any one good 
enough for him to associate with. The curate and 
school-master might be tolerated, only the curate had 
the same opinion of the organist as the organist had of 
the school-master. The way he walked into the church 
Sundays, the aristocratic look he favored the congrega¬ 
tion with before he began to play—all proclaimed his 
high birth and origin. He had “ a brush ” with the cu¬ 
rate and has since had plenty of time to study his untrace- 
able ancestry. The “milksop” is not overlooked: 
“long hair, a lisp, a dreamy expression; talents sup¬ 
posed to be there, but although the napkin has been 
thoroughly shaken, only about half a talent has been 
found.” Mr. Haydn Bach should he a genius, and some 
of the maiden ladies with whom he occasionally takes tea 
say he is delightfully so, but he only poses as a genius. 
Last and saddest of all is the “drunkard”—a man 
with talent but who has fallen a victim to the drink- 
curse. What a strange thing it is, by the way, that men 
can play difficult music when they are in a maudlin 
condition through “ tarrying at the cup ”1 An organist 
has been known to accompany “St. Paul” through 
magnificently, although he was so drunk at the time 
that he could hardly sit on the organ-stool. 
“ The world is much the same all over, and there is a 
striking similarity in human nature wherever found.” 
No doubt many of the readers of this journal will recog¬ 
nize the characters depicted above. 
MIXTURES. 
Mr. Samuel D. Mayer 
has been organist of the First 
Congregational Church, San Francisco, for twenty-eight 
years. 
Mr. James W. Hill gaveanorgan recital, September 
11th, in the First Universalist Church, Haverhill, Mass., 
with a program made up entirely of works by American 
composers. 
After the inauguration of a huge organ in a Western 
city, the leading daily paper appeared the next morning 
with the following brief description (?) of the organ : 
“ The organ contains 4680 pipes, weighs twenty-seven 
tons, and if all the trackers were placed in a straight 
line, they would extend six miles.” 
In a contemporary appears an advertisement for an 
organist: “ Only a man who is also a good ’cellist need 
apply.” We fear the number of applicants will he 
small. If they had called for a “sellist,” they would 
fare better, as there are plenty of “sells” who play 
the organ. 
A musical enthusiast, who excels in playing the 
violin, once undertook to play the organ at a large parish 
church at a service. After going on smoothly for a 
while, he began to think there was something short, 
aud that it was perhaps the pedals. A friend who was 
with him undertook to try the pedals, and, marking the 
notes of a hymn down in a small diary, knelt down on 
the floor, and, putting his head under the seat, played 
the pedals with his hands. History does not relate how 
it sounded, but both gentlemen are quite proud ol the 
way each played the organ, and relate the story wit 
great glee.—‘‘ London Musical News." 
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1 he architect of a certain church happened to be at 
the door of the church when the organ was being un¬ 
loaded. The sight of the thirty-two-foot open pedal 
pipes filled him with dismay. He hastened ffo to the 
priest, and told him that he had not planned the walls 
and roof strong enough to withstand such tremendous 
sounds as must come from those monster pipes. The 
priest then became alarmed, and sought an interview 
with the organ-builder. 
The builder tried every means at his command to re¬ 
assure the priest, without aDy effect. Finally, he sug¬ 
gested that that the priest interview some expert. This 
he consented to do, and wrote to the late Eugene Thayer, 
who replied that “the only case on record when musical 
sounds bad destroyed the walls of any building or city 
was when the blowing of the rams’ horns destroyed the 
walls of Jericho, and this was undoubtedly due to the 
fact that the rams’ horns were so out of tune.” 
Mr. J. N. Hardy, organist of Wakefield Cathedral, 
says there seem to he six kinds of organists : (1) Those 
who express both themselves and the composer ; (2) 
those who express the composer alone; (3) those who 
express themselves alone; (4) those who caricature 
both ; (5) those who express other people’s views ; and 
(6) those who express nothing at all. 
The sooner building committees realize that the organ 
is an indispensable adjunct of the church, and not an 
article of furniture, the sooner music will accomplish the 
missions it is designed to fulfil in the religions services. 
The organ should not be classed with the pews, windows, 
and carpets, and be selected from its external appear¬ 
ance and from a commercial point only. A much higher 
view should be taken of it.—“ The Enangelisl.” 
Mr. William C. Hammond, of Holyoke, Mass , has 
been elected dean of the department of mnsic recently 
established at Mount Holyoke College, resigning his 
position as instructor at Smith College to devote his time 
to Mount Holyoke. He will still retain his position as 
organist and choirmaster at the Second Congregational 
Church. Mount Holyoke College will have a first-class 
music school with all the necessary appointments. 
The following anecdote of Bishop Brooks is worth 
relating : When Mr. J. D. C. Parker, who was at that 
time organist of Trinity Church, Boston, was consulting 
with the noted divine in regard to theselection of music 
for a certain passage in the Bible, the bishop selected a 
certain tune or chant (it matters not which); the organ¬ 
ist suggested that it was inappropriate, as the words 
were joyous and the mnsic which had been selected was 
in the minor mode, aDd ought to be major. Bishop 
Brooks, who never concealed his lack of familiarity with 
music and its terms, asked what the difference was 1st 
tween major and minor. Mr. Parker illustrated by 
playing a major chord, followed by a minor chord, re¬ 
peating each several times, till Bishop Brooks broke out, 
“Oh, yes, I see the difference; the mmor chord sounds 
as if the major chord had been sat upon." 
rHK old organ on which Oliver Holden harmonized 
. tune of “ Coronation ” has recently come into the 
session of the Bostonian Society. The old instrument 
ample in construction and free from superfluous or- 
nents The case is of hard wood, and the kcylx>ard, 
h four and a half octaves of keys, is very simple, 
ere are a few stops at each side of the keyboard. The 
ITIMENTALITY is the great curse of nine tenths of 
lUsic written to day for the service of the Protestant 
•h of this country. Neither composers, norc hoir- 
_ _HiiuRprs are the sole offenders. The 
it is understood by the majority of chnrchgoers, is some- 
thing sweet and soft.” They do not admit that dra¬ 
matic expression has any placein the choir loft. Joyful 
music that accentuates the exultation of a psalm of 
praise is to them a stnmhling-block. It disturbs their 
meditation on worldly things. An unexpected harmenic 
progression, a striking rhythmic device that italicizes 
some particular emotion of the hymn-writer’ moves them 
to speak of “ the operatic taste of the choir,” “ the love 
of personal display shown by singers” ; and when they 
arearonsed to sarcasm, they say “ Weare not educated up 
to that kind of music. Give ns something we under¬ 
stand.”—“ Boston Musical Record." 
The following incident is related aa happening to one 
of the prominent organ teachers of this country, who 
resides not more than five bnndred miles from New 
York : 
A fond parent called on Mr. X-to inquire about 
organ lessons for his daughter, when the following con¬ 
versation occurred: 
Mr. X.—“ How old is your daughter? ” 
Fond Parent.—“She iajust fourteen.” 
Mr. X. (impatiently).—“ Why ! 1 am afraid she ia 
too young. She could not reach the pedals.” 
Fond Parent.—“ Reach the pedals ! Fgb ! You 
bet she could reach them if they were anywhere in the 
room.” 
Reginald Martin, of Chicago, thirteen years cf age, 
is said to be the youngest organist in the world. His 
father, an Englishman, playa in one of Chicago’s large 
churches, and baa been the boy’a only insttoctor. 
Young Martin’s father being taken ill aome time ago, 
the boy made bis first public appearance, attbededica 
tion of the new organ in St. Chrysostom's Church, by 
appearing in his father’s place. Among other works per¬ 
formed by the youth was the G-minor Fugue (the 
greater) of Bach. The audience wna enthusiastic over 
the boy’s work. On the two following Snndays he took 
his father's seat at the organ, and waa noon appointed 
to the position. 
Mbb. R. N.—“ Kzerdses in 
QUBSTIONS HflD Pedal Playing,” by Dunham. 
ANSWERS. and “The First Six Monihs 
at the Organ,” by Whiting, 
will be as useful as any studiea to l>e found lor a begin 
uer Of course, self taught pupils will meet w ith mauy 
obstacles with all studies, aa It ia impossible to put on 
paper the tbousspds of explanations and illustrations 
which a teacher gives to a pupil. These studiea can be 
procured through the publisher ot The I.Tt'UK. 
—Wbat is to be done to check the craze which moat ot 
r recital pianists seem to have for playing tbia and 
d famous piece faster than somels-dy else playa it ? 
<• of these players takes, say, an innocent little Chopin 
ltz, such aa many amateurs ran play sufficiently well 
m an artistic standpoint. Our pianist playa it aa feat 
ever he can; the audience goes wild over him, and all 
, t-mart pupila go home and try to work up to bis rate 
w, it in something, no doubt, to play a pin* last, r 
n anybody else ; but it ia a mere mechanical affair, 
>r all ; It ia not neceasarily good art. Take the 
,pin waltz in A-flat (Op. 42). Itoeeulbal and Hauer 
tie through the composition at such a rate that the 
ihinatiou of the two rhythms Is entirely unfelt by the 
rer What, then, i* the use of the high speed ? It 
implv a case of astonishing the audhnc^ and ia just 
t,Zd ,„d as indefensible a. if an acta, tajprepanng 
mlet should consider that when be bad »b,r ™ t the part more rapidly th.D anyone Irad ever 
rJtcd it before, he bad produced • Hamlet ol the 
type. The principle is «•*£* 
lething ought to be done to check the craw, instead 
mcoSng it, as our recital audicnce.de.-” 
Won and Music Trade Renew.’ 
-Ye peddle rsin art. do ye not ainkinto theearikiwk™ 
itw words uttered by l*etbcven on 
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A* encouraging “sign of the time” is the rapidity 
with which colleges and schools, great and small, are 
taking music seriously. The old order of things, which 
was glees with prayers ” as an opening exercise, is 
giving way to a system which places the mnsical part of 
any and all exercises as a responsibility of a trained 
musician employed for that purpose; and better yet, it 
is being adopted as a part of the curriculum, either 
elective or compulsory, and the showing at examina¬ 
tions carries its appropriate weight in making up the 
average of scholarship. This is as it should be, and 
just what this has to do with you, my young friend, is 
this. College faculties are made up of people of culture. 
A good all around education is taken into account by 
those who admit teachers to their fellowship. Yon 
must do and be more than a mere player or singer if 
you aspire to a position in an institution that is worth 
while. The emoluments are not only large but sure ; 
they expect their money’s worth, however, and that 
includes, in addition to whatever your specialty may 
be, culture. Culture is not a theory but a condition. It 
can not be purchased of an agent or dug out of books 
on theory. It comprehends genuineness of character, 
morals, purpose, and attainment, and is found wherever 
the motives and the ambitions are parallel with the 
pathway made by the progress of the world. 
The letters are C, D, E, F, G, A, B. They can come 
in any order, but must employ as initial letter each of 
the staff letters but once. Here are two illustrations : 
1. Difficulties encountered, but conquered, further 
artistic growth. 
2. Determination, force, and energy conquer gigantic 
barriers. 
Ihe name of the person who wins the pin will be 
published in a forthcoming number of The Etude, 
and he or she will also be made an honorary member of 
the Circle. 
Send your efforts direct to H. W. Greene, 489 Fifth 
Avenue, New York. 
The editor of the “Courier” makes a strong argu¬ 
ment for greater versatility in the arrangement of pro¬ 
grams in an article entitled “One More Query.” His 
cue is found in the remarkable display of rare and un¬ 
usual songs appearing on the programsof a popular artist. 
Her name is not given, but we presume it is Blanche 
Marchesi. The pith of the argument is contained in the 
one query, which is, “Where does she find them?” to 
which she replies, “ Where do n’t I find them ? ” 
While incidentally praising the artist for her diligence 
and enterprise, he most effectively points the moral 
Too many singers buy their songs as they do their vege¬ 
tables, the most potent consideration being are they 
fresh, or new, forgetting that “Art is long,” and that 
A song once good is always good. ” The butterflies of 
the profession flit through the modern repertoires at the 
music stores, while the few who comprehend the quality 
of permanence in music that is fit to sing go to the libra¬ 
ries and make their selections from the inexhaustible 
supplies they afford. 
It is not surprising, in view of the monotonousness of 
the popular (?) modern program, that those who sing 
them ask with astonishment, “Where does she get 
them ? ” I shall be surprised if the more progressive 
and thoughtful vocalists do not make anew departure in 
program making after such an example. 
The article mentioned closed by giving a list of eighty- 
seven selections, representing but eighteen composers 
which were only a part of the repertory of the artist un¬ 
der discussion, few of them in common use by the prom¬ 
inent artists in onr midst. 
Some of the young ladies in a New York school of 
music wish to adopt a motto for a “circle pin ” which 
will, while it identifies them with their congenial work 
be a closed book to the laity. ’ 
A sentence of seven words, each word beginning with 
a different staff letter, is what is required. Now you 
industrious people who are well acquainted with the 
dictionary, see what you can do. 
The one who sends in the sentence most appropriate 
for music students as a motto or craft pin, consisting of 
seven words, arranged as above, shall receive one of the 
pins, when eomplefed, as a prize. 
So much is being said about 
THE TRUE VALUE respiration in these fin de 
OF RESPIRATION. si&cte days that it may be 
Bv Mme. Henrietta Beebe, pertinent to ask why itshould 
be necessary to talk so much 
about what would seem the most natural act in the 
world the taking “of the breath of life.” It is sadly 
true, however, that there is nothing we do with so little 
thought, and there is no privilege granted us that is so 
fraught with positive blessing or disaster to these 
temples11 in which we live. 
Looking around at the large majority of undeveloped 
chests of the barely-breathiDg-to-live masses, one may 
conclude that the privilege of the taking of full life- 
giving inhalations is confined to the singers, athletes 
and physical cnlturists, and that these, being in the 
minority, human life, as represented in the bulk of man¬ 
kind, is never to reach the perfect realization of its God- 
given birthright. In view of this deplorable negligence 
of the greatest of life giving functions, too much can 
not be said and written to arouse the dormant breathers 
from a most culpable lethargy. 
'ra°ne ’T SeD8ed tbe P°sitiTe JOY that follows the 
)i o eep-dreathing, they can not appreciate the force 
of these admonitory remarks. Jnst the de ermination 
ever to walk without an accompaniment of long breaths 
always taken through the nose, with erect head and 
quie sbou'ders w,U bring one to their j on rimy s 1 
Without ihe painful feeling of having scampered, only 
to arrive all exhausted, and unfit, oftentimes, to transact 
lh. .™nd p„„«a. Th„, to| ,h, Bi„d 
mony or discord just in proportion as we preserve or 
lose the poise accompanying and succeeding correct car 
respiration* ^ - “ - — 
No finer illustrations of well-poised bodies could h„ 
mentioned than those of the brothers de Iteszk6 and 
Mons. Plancon. Each of these artists has brought wTth 
him into our midst not only the finest realiTt on of 
what goes to make the true artist but . U!at,on of 
demonstration of what continuous ° “ °CUlar 
will do to make 
0f^mS’ 7 Per7iniDg t0 Ph?sical development^1186 To most of us, living means bread-winnino o a * 
hve while we win the bread, in a sense of the 8’- d t0 
of our forces, rather than of a strained W“eDt 
tion, would bring us to the “ easy street”^8 COmpetl" 
desired by one and all, in a condition of heaWiTrel^ 
enjoy our fondest anticipations. As it fs 1 t J 
accumulation of the habit of right breathing JJjJ 
ome for many of us will rend . ,e 8 ePlt;- 
deep breaths, taken on purpose, and with conceal/ 
thought upon the act, we in America, with our 2 
nerve and persistency of purpose, would as 8ySte^ 
eaUy win in any and every competition the worldT 
Jenny Lind once said to the writer: “ You \meri *' 
men and women, have a wonderful courage to ZT’ 
you are a young people and possess all the elasticity f 
youth.” This is but one expression of thewX 
opmmn of ns as a nation. To preserve and to profit 
legitimately, by our forces, as was intended bvllim »i ’ 
'»*» •»' th, b,„,r„r Lf“ . 
should “ „,1. b.iy and ,ach one of bi„J' 
Am I accepting all that which was provided for J 
fullest development, bodily and mentally > ” Since w 
are all creatures of habit, and it is only possible to 
counteract a habit by an ever-vigilant practice of a 
better act, a few suggestions as to when and how to 
acquire this better habit of deep and controlled breath¬ 
ing will help us to gain ground at once. 
When about to ascend stairs, take a full breath keep 
ing the body erect, not inclined forward, as usually 
done, and place the feet squarely upon each succeeding 
stair. This done with held breath, will find ns at the 
top not exhausted and puffing, but scarcely realizing 
the ascent. When sleep refuses to be courted, close the 
eyes, relaxing upon the couch with a sense of being held 
by it,—not holding ourselves down onto it,—slowly in¬ 
haling and exhaling, and a most refreshing sleep will 
soou overtake us. When riding in a cold conveyance, 
feeling a chilliness creeping over you, again resort to 
‘breathing” deeply, with shoulders always passive, 
and thereby increased freedom of circulation of the 
blood will promptly counteract the cold sensation. 
Indeed, at any aud all times deep inhalation is a 
regulator and panacea for self-imposed ills ; and, too, we 
ne\er quite do the baneful act of hurrying when we give 
thought to how we are breathing. The advice of the 
elder Lamperti to his pupils is well suited to every one 
of us, and furnishes the most terse and timely incen¬ 
tive. He said, “First breathe, then breathe, and 
finally, breathe.” 
Let ns remember, then, at all times, and until it shall 
have become a voluntary habit, that “the more we 
breathe, the more (and better) do we live.” 
“ Tll.ere was a man in our town 
wJ.n.TMt^ aH M8 health, 
"ro'win'/j atar,icioua aim, 
Anrt Jh goal of wealth; 
wh? nft®sa,ue heha<l Obtained With alibis might and main ’ 
He vaiuiy lavished all his wealth 
To get his health again" - 
Case No. 13.—Patient, 
NOTES OF CASES man 28 years of age; good 
FROM THE REC- physique; outwardly quiet, 
ORDS OF A VOICE yet nervous. Had been nn- 
HOSPITAL. der treatment for more than 
IV. a year by a tenor singer, not 
Edited by f. w. Wodicix. a “professional,” who finally 
told the patient he could do 
nothing more for him, and advised him to seek a “ regu¬ 
lar” practitioner. 
Patient, on examination, showed light, naturally high, 
tenor voice. At D, above “middle C” (actual pitch), 
tones began to sound “pinched” and metallic, pro¬ 
gressively more so up to F, at which point, on singing 
softly, the voice broke into a breathy “falsetto.” On 
singing loudly and with much effort, the voice was car¬ 
ried without break, but with thin, metallic quality, to 
B-flat. On attacking a tone on a vowel, at easy pitches, 
there was a crackling sonnd, as of twigs on fire, and on 
singing an upward scale the larynx was carried to an 
abnormally high position. 
Diagnosis.—Cramping of the chords and throat on 
generating tone; interference with poise of larynx on 
tone-prodnction ; lack of correct breath control below 
tbe larynx. 
Treatment. —The patient was first tanght to realize 
what it is to be “ relaxed ” at tongue, jaw, and neck. 
Next, how to slowly and silently inhale and exhale 
while retaining freedom from rigidity at points named. 
To secure poise of larynx and free action of chords 
on attack of tone on a vowel: On preparing to “attack 
on “ah,” the patient was instructed to' bring himself 
into the condition of relaxation as first described ; n®xt 
to assume the “ smiling eye,” which uncovers the upper 
teeth and disposes face, mouth, and throat favorably for 
good tone-quality. As the direction of thought am 
effort with this patient had hitherto been upward an 
outward, he was now instructed to reverse this, to 
slowly inhale without disturbing the condition of relax¬ 
ation referred to, thinking, at the same time, of the 
vowel about to be snng ; then to sound, or “attack,” 
the tone, without the slightest hesitation, just as he was 
finishing inhaling, with the thought that he continued, 
to a degree, the action of the inhaling muscles and 
“drank in ” the tone. To assist in breaking down the 
habit of jerking up the larynx on attackirg tone, he 
was instructed to use the vowel in the same manner 
as he had used “ ah,” the natural position of the free 
larynx being lower for oo thau for any other vowel. In 
the use of oo, however, especial emphasis was laid upon 
the necessity of retaining a condition of freedom from 
rigidity at the tongue and neck. Continuing this line of 
treatment, the patient was also required to practice the 
rapid repetition, on one note—varying the pitch of that 
note—of the sentence 1-2-3-4-5-G-ah, on controlled 
breath, with a prolongation of tbe first element of 
tbe word “one,”—namely, oo,—and the thought that 
all the vowels vibrated at the point where to was felt 
vibrating—the upper front month. This sensation of 
vibration was to be thought of as spreading around to 
the upper back teeth as pitch ascended. 
This treatment produced satisfactory results. The 
patient is now singing acceptably in a church quartet. 
Memorandum.—The control of breath-pressure else¬ 
where than at the vocal chords is fundamental to good 
tone-production. The practitioner shows his skill by 
choosing that mode of presenting this principle which 
is best adapted to the mental and physical conditions of 
his patient. In the case noted the patient could most 
readily secure the needed control by concentrating 
thought upon the sensation of inhaling while sounding 
a uote. In another case the same result might best be 
obtained by fixing thought upon sending out breath with 
energy, yet great slowness, on attacking tone. In each 
instance we have the condition needed for correct breath- 
control—inhaling versus exhaling muscles. In the artist 
or advanced student, immediate preparation for tone pro¬ 
duction isa simple matter, —a question of bodily attitude. 
The artist has no consciousness of great effort or struggle 
in the body. He assumes a certain attitude uncon¬ 
sciously, in consequence of the thought that he is about to 
express himself in song. If he has any consciousness of 
bodily condition, it is of an elastic expansion which gives 
an exhilarating sense of power under control and in re¬ 
serve. But this point of perfection is only to be reached 
by certain means. By technical study only can the 
pupil hops to become the artist. 
QUESTIONS AND HNSU4HRS. 
F. L M.—The tenor voice is pitched precisely one 
octave lower than the soprano. For example : If you 
get a soprano and tenor to sing the third space C, you 
will find, by touching the C one octave below, that that 
is the tone the tenor is really producing. For conven 
ience, the two voices read from the same position on the 
staff. 
E. P. H.—Behnke and Pierce is the best work for the 
voice in question. Get the first volume for mezzo. 
L. K.—I think “ Marchesi’s Twenty Vocalises” 
should follow the Seiber and Tosti’s two solfeggio vol¬ 
umes, taking care, however, that in all solfeggio woik 
the use of the Sieber syllables shonld be continued one 
syllable to each group of notes. When these books are 
completed, report progress and write again. The songs 
must be carefully selected from middle grades of 
modem repertory. Gounod’s “Ave Maria” is the 
more difficult of the two. In fact, to render it well one 
must be an artist. 
C. E. C.—Get and read Shakespeare’s book on the 
voice. Study the Behnke and Pierce, first volume, and 
take up Coneone’s vocalises, or Tosti’s. Either will 
do for melodic study. 
A. G. C.— Use short sentences that ascend half th» 
length of the scale, culminating with words containing 
closed vowels, such as doo, go, this, and be. Sing them 
lightly with a loose throat and carry them down to the 
starting-point of each exercise. 
R C. S.—At such an age experience and care are 
necessary. A few carefully selected exercises written 
for each voice are all that will be safe. Songs 
exceeding an octave in compass and lying in the middle 
of the voice must be sung lightly, if at all. Hymns wi 
not do, except the young voices are carefnlly watched. 
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R. L. P.—Question No. 1. That depends usually on 
E fiat, fourth space. If the voice is quite light and high, 
a step or half-step higher. If low, then as low as D. 
Question No. 2. It is well to settle the middle 
notes before attempting to sing high. When the upper 
notes are taken, the changes as noted above shonld be 
observed. 
E- C. R.—If the child had nine years more added to 
her life, it might be considered an uncommon voice. 
She has no light to be trying her voice on those extreme 
notes. Wait five years, and then let her begin again. 
If the middle voice is sweet and pure, that is all you 
should expect. 
A Paris doctor has been giving the singing world his 
experiences, which are of many years, as to the effect on 
the vocal organs of various liquors more or less ardent. 
The diversity of views of vocalists themselves, he says, 
is very great, but none of them have been teetotalers. 
Moderate wine drinking, he believes, is useful, but beer 
thickens the voice and makes it sound very gutters]. 
He has known all the best singers, and of these he tellg 
us that Malibran drank Madeira and ate sardines. Mar¬ 
tin kept his vocal organs soft and flexible by always 
putting some grains of salt into his mouth before he 
commenced singing. Cbollet, however, drank beer as 
his beverage ; La Persiani used to suck a chop in the 
first stages of cooking, between that of raw meat and 
underdone meat; Dumenal drank six bottles of cham¬ 
pagne before singing, and declared that each liottle 
increased the strength and improved the quality of his 
voice ; he was careful, however, not to go into excess of 
imbibition ! Garcia refreshed her voice by drinking a 
“gloria,” alias a cup of coffee mixed with brandy. 
The following is a translation of Madame Patti’s bap¬ 
tismal certificate : “ In the city and province of Madrid, 
on April 3rd, 1843, I Don Joseph Lascda, parish priest 
of St. Louis, solemnly baptized a girl, born at four 
o’clock in the afternoon of Feb. 10th of this year, the 
legitimate child of Salvatore Patti, professor of music, 
born at Catania in Sicily, and of Catharine Chiesa, born 
in Rome. The paternal grandparents were Peter Patti 
and Conception Marino, and tbe maternal were Jean 
Chiesa, born at Venice, and Louisa Caselli, born at Mar¬ 
ino in the Pontifical States. The child bears tbe names 
of Adela Jeanne Marie. There assisted at the baptism 
as godfather, Joseph Sinico, born at Venice, professor of 
music, and as godmother, his wife, Rosa Monara Sinico, 
born at Cremona in Lombardy, to whom 1 have ex¬ 
plained the duties they have contracted by this act; and 
as witnesses, Julian Huezal and Casimar Garcia, born at 
Madrid, sacristans of this parish. In testimony whereof 
1 have written, signed, and delivered the present certifi¬ 
cate, April 8th, 1843. Josejih Ijumda." 
THE LOWLIEST TEACHER’S WORK. 
BY ADA M. KBNNICOTT. 
Parents willing to pay out money for instrument 
and teacher, but begrudging that required for music, 
ignore their own duties entirely. Then they complain 
that so little return greets their half-hearted efforts, 
unaware or heedless that the fault is largely their own. 
It is not enough, O parent, that yon fnrnish instrument 
and teacher. The piano shonld be kept well tnned, and 
in a quiet, comfortable room ; the teacher should have 
carte blanche in the matter of mnsical selections, and do 
not deem it too much trouble to see that tbe practice- 
hour is faithfully observed. That is net, as most people 
imagine, the teacher’s business, but your own, »Dd by a 
little iugeunity you can secure it. Work with not against 
your teacher. It is not long since a mother said to one 
of my pupils whose practice program I had arranged, 
“ Yon can not practice any more until you have ' picked 
out a tune.’ ” And again. “ You practice too slow 
Why do n’t you play faster? ” 
As the girl was one whose mind did not act rapidly 
in any of her studies,-a point which the mother had 
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often mentioned to me,-—being thus urged, her work 
became blotted with stumbling-blocks. 
Let the child feel that your heart is in its progress. 
Notice and praise the smallest effort at improvement, 
and never siaeer, ridicule, or contrast unkindly with 
the playing of others. Be on yonr guard against the 
ever-encroaching demands of the Procrustean public- 
achool system and tbe countless number of parties, 
societies, and enticing amusements and occupations. 
No wonder the mnsic teacher becomes disconraged, in 
view of all the fascinations which draw away interest 
from our beloved art. 
Well, fellow-teacber, maybe we are growing to make 
it too much an art; too eager for perfect technic and to 
introduce the intricate works so delightful to ourselves. 
We may not have been patient enough with tbe love for 
simple harmonies and common, old pieces which please 
tbe parents’ ears and make them love to bear their chil¬ 
dren’s music. I think we must meet onr adversaries 
with their own weapons. We must strive from t hr first 
to make the lessons a pleasure to both parents and 
pupil. Allow me to suggest a plan which baa worked 
well with me. Begin without book. Let tbe first lee- 
sons be little tunes, on the first five keys, taught by the 
pupil playing after the teacher. To remember for prac¬ 
tice, let them be noted down in tbe way easiest for tbe 
learner, who must do it, with yonr aid, either by sylla¬ 
ble, letters, number, or a note which is merely a dot. 
Watch yonr pupil for clues to determine in what 
order you shall introduce certain points. Wliat would 
he too difficult for one, another might take easily. 
Early bring in the according bass nolts. As soon as 
practicable let them write their lessons in the proper 
notes, dividing into measures. Bring in as little technic 
as you can, always gently and with example. A child 
of eleven has weak, double-jointed fingers, and only a 
small organ to practice on, but she ran sing very readily, 
so I early gave her the little song, “ Lightly Row,” 
with studies of easy chords and the harmonizing bass 
notes, having her compose little tiroes. She would 
stop and exclaim, “Oh, I love my lessons!” 
When she had taken bat seven lesson* she brought to 
the weekly class recitation not only the melody toa abort 
verse, but a harmonious bass ; simple, of coarse, but 
trne—and all correctly written down. At tbe tenth she 
ronld sing and play, with full accompaniment, two addi¬ 
tional songs and four small instrumental piece* ; play In 
canon style the scales of C and G, and give the triad of 
any letter, In the three positions, with the proper flngerirg 
in either band. She is now at work upon a full-grown 
march song and chorus, “ For Old Glory,” with patri¬ 
otic zeal—and sbe will master it, too. Another delights 
in making dnets of her pieces, playing left hand to my 
right or tbe reverse ; a very helpful practice. 
Play a difficult passage over mapy times, while tbe 
pupil listens ; then let her essay it, and continue until 
thoroughly understood. Point out fin* places in th* 
harmony, bring out tbe idea and tieauty of the bass, 
make them perfect in common chords and many simple 
pieces, using any that pleases them and their parents. 
You can soon lead up to better thing* If they cootinoe 
lessons; if not, yon have done the lest for them and tbeir 
home ransic. 
Bring them together every week ; have mnsical games, 
questions, and exercises, with constant varying of the pro¬ 
gram. Have public recitals as often as practicable. 
Our space is filled, and we have yet only considered a 
part of the lowliest teacher's work. 
Well, those privileged ones who tmtld upon these 
patiently laid foundations sod “ reap where other* hate 
sown,” who can teach only what and whom they wish, 
need no suggestions of our*. They dwell in realms of 
musical bliss. 
- ••• — 
—One day a young composer brought a score to Ros¬ 
sini aud asked him to look It over, and to make a cmaa 
at every error. Alter a few days he again called upon 
Rossini, who returned the score withoot any mark* upon 
it. The composer said : 
“Ah. you found no fault*?” 
“ If I had put a croas at every error,” said Rossini, 
“it would not be an opera, it would be a cemetery.— 
English and American Register. 
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We again drawyonrattention to the new-stylesatchel, 
which retails for $3.00, the same price as that of the 
one we have been selling. There is a large discount 
given on this to the profession. The satchel which we 
mention here is fall sheet music size, has extra strength 
given to it by a number of buckles around the edges, 
and can be used either in full sheet music size where 
bound books are to be carried or doubled into half size ; 
for this latter there are two other buckles, and it is 
just as neat as the smaller satchel. The large-sized 
satchel which we have been selling has been used par¬ 
ticularly by women. We would recommend this one 
particularlv to men as well as to women, as it is neat, 
substantial and very practical. 
this new feature, each touch being fully explained, and 
the application with a characterization given of the tone- 
colors it produces. These touches are also applied to 
melody-playing, and their tendency is to lead the pupil 
into a careful and discriminating use of his listening 
powers—in fact, it is a new chapter in ear-training from 
the artist’s standpoint. The book is sold at the original 
price of one dollar. 
Special Renewal Offer foe November.—Ac¬ 
cording to our custom, to those of our subscribers who 
desire to renew during the current month, no matter 
whether or not their subscription expires, we will make 
this otter : for $1.75 we will not only renew their sub¬ 
scription for one year, but we will also send a life-sized 
portrait, on the finest plate paper, 22 inches by 28 inches, 
of any of the following subjects: Rubinstein, Bach, 
Liszt, Beethoven, Mozart, Chopin, Wagner and Mendels¬ 
sohn. 
We have also 22 by 28 inch musical pictures which 
we include in this offer, entitled “ Inspiration,” “ Mo¬ 
zart Directing his Requiem,” “Beethoven in his 
8tudy,” and “Harmony.” 
These are all that could be desired for framing pur¬ 
poses in a musician’s home or study. They are also for 
sale at 50 cents each. 
We have an edition of our own of “ Dictionary of 
Music and Musicians,” by Hugo Riemann. This is a 
work of 900 pages, bound in half leather, octavo size. 
It retails for $6.00, upon which we allow liberal dis¬ 
count. This is equal, if not superior, to any encyclo¬ 
pedia of music which is published at the present time. 
It is not as large, because the subjects are not treated at 
such length ; this may be a disadvantage, but to most 
it will be an advantage. In addition, the matter con¬ 
tained therein is brought up to within a few years of 
the present date, which can not be said of any other en¬ 
cyclopedia, large or small. It should be in the library 
of every college that has music in its curriculum, aDd 
every teacher should own a copy. 
We have reprinted during the current month the fol¬ 
lowing works: “Touch and Technic,” by Dr. Wm. 
Mason. The best, if not the only, school or technic 
known to pianoforte pedagogics. It comprises an origi¬ 
nal system for the development of a complete technic, 
from the beginner to the finished artist. It is pub¬ 
lished in four books, $1.00 each, with a liberal dis¬ 
count. 
“Standard Graded Course of Studies,” by W. S. B. 
Mathews. Published in ten grades, a book to each 
grade. We have reprinted a number of these during 
the present month, which proves their acceptability. 
To those who are not familiar with them, I would say 
that they are a collection of standard 6tudes and studies 
arranged in progressive order, culled from the entire 
literature of the piano, furnishing every necessity in a 
teacher’s experience. They retail for $1.00, and are 
published as “ sheet music.” We should be pleased to 
send any one or all of the grades to any teacher to ex- 
amine. 
“Writing Primer for Music Students,” by M. S. 
Morris. This is a primer giving writing exercises to be 
done on music tablet paper. The beginner is taught 
the rudiments of music by writing the exercises. This 
is a very practical and valuable little book ; it retails 
for 20 cents. 
“ The Violin,” by B. Tours. This is a complete in¬ 
structor, containing illustrations, complete instruction 
as to bowing, etc., etc.; plenty of exercises. This is a 
well-known work with a reputation. We publish it in 
a very substantial cloth back binding for 75 cents 
“ Method of Singing,” by A. Randegger. This is a 
most complete work, and might be called a perfect 
manual for the teacher who needs the guidance of sys- 
tematic progressive exercises, in addition to a treatise 
on the voice, classification, extent, children’s voices 
e c. etc., and all the necessary exercises. It retails for 
vl.oO m a substantial binding. 
taries, marches, transcriptions, etc. All the good writ 
of organ music are represented, such as Batiste 2? 
maun, Leybaeb, Scotoon Clarke, Wely, Salome,' e ' 
The size will be octavo form, and contain 120 
None of the music is poor; all is interesting If , 
have an organ or play in a church, be sure to have thi! 
volume. The title we have chosen is “Classic 1 
Modern Gems.” Our advance offer is 35 cents postmiH 
Order it this month, as next month yon may noUea 1 
to purchise it for double the money. 
Gribo’s reputation as a composer is steadily rising 
He is played more and more. He is characteristic ■ he 
is interesting. We have been engaged for some time in 
collecting his compositions which are played most The 
volume is now ready to be announced. The pieces will 
be graded, and there is not a dry page of music from 
cover to cover. The volume will be called “ Album of 
Grieg,” and our advance offer is 35 cents, postpaid. We 
will send the three above-mentioned volumes for one 
dollar, delivered to your home by express or mail. This 
is the price of one volnme. 
We will issue about December 1st our eleventh annual 
circular containing a list of musical Christmas presents. 
It will be printed in the December issue. Our patrons 
who are far removed can have one of the circulars sent 
in advance of the December Etude by writing to ns. 
Do not select your Christmas presents until you have 
examined what we have to offer. 
For Harvest, Thanksgiving, and Christmas music for 
the Sunday-school and the choir we have a complete 
line of services and exercises containing responsive read¬ 
ings and recitations, and interspersed with beautiful 
music. Our stock of solos, duets, quartets, and anthems 
is very complete, and we will be pleased to send same 
for selection to any of our patrons. 
The last edition of Landon’s “Foundation Mate¬ 
rials” has two new features of much practical value. 
There are additional pages of note-writing for beginners 
to teach them the letters of both staves, especial atten¬ 
tion being given to the added lines. The manner in 
which the subject is presented requires the pupil to think 
out the problems of note position in a way that fixes the 
letter names in the memory. Pupils become very much 
interested in working out the exercises, for they call for 
the spelling of a series of words made up out of the 
seven letters of the musical alphabet. The other feature 
is technical, with part applications. There are fifteen 
chord touches—touches founded upon the “ Mason Touch 
and Technic,” although many of them are written out 
for the first time. There are four extra pages given to 
No composer is more played than Chopin ; none has 
“ “°re °nglnal mnsic 5 besides this, Chopin is 
first of all a piano composer. The great masters gen¬ 
erally wrote from the standpoint of the orchestra • 
Chopin always had the piano in his mind. Most of his 
music is beyond the reach of the average p and 
there is no volume published containing hisLTter’com 
^sitmu. We have undertaken this hfa volume wS* 
will be issued this month. The volume will contain 
the gems of Chopin within the reach of most .? 
urn?1'theN°CtnrneSOr Polonai8e8 come inYvol’ 
me. We have a volume containing something of al 
and all are popular. The volume will l, g 8U’ 
Compositions of Chopin.” We will 1DeLlghter 
z;*™'7“for*•»“ *— 
special offer will only last “d ** 
.bSi; zz r:1”1 »«*« 
Tb, bi »r,b'“or, "*i 
n»..tab., ,o, p„,„ „ ch„ct. K “7 
“Choral Class Book” is the title of the latest 
work which has been published for the use of choial 
societies, singing schools, and such organizations. It has 
been compiled by two of the most successlnl teachers 
and directors in this kind of work, Mr. L. S. Leason and 
Mr. H. H. McGranahan. The work has been very suc¬ 
cessful. We have received an order, we can almost say, 
as a result of every sample copy that we have sent out. 
The discount on the work is liberal, and in addition to 
other advantages it has one which it is not possible to 
obtain in any other work ; that is, that it is published in 
parts the Primary, Intermediate, and Chorus. The 
complete book retails for 75 cents, the paits at 30 cents 
each. There is an abundance of material in this work 
for every occasion. 
The Etude for December will, as usual, be an en¬ 
larged holiday issue. It will contain, as a supplement, 
a large portrait of one of the great" masters. These por¬ 
traits can be found framed in the studios of a great num¬ 
ber of onr subscribers ; they are in every way suitable 
for this purpose. 
The December issue will be an especially valuable 
number in every way. 
The advertising pages of The Etude have been ap¬ 
preciated more by the musical public of late than ever 
before. 
We have the largest circulation of any paper devoted 
in any way to music. According to the reports of circu¬ 
lation, ours exceeds all the rest combined, so that for the 
making known of anything appealing to the cream of 
the musical public no better medium can be found. 
Our rates are low, and we should like to hear from 
music schools, teachers, manufacturers, anything relat¬ 
ing in any way to music. The December issue will have 
an extra large circulation for the holidays, and no addi¬ 
tional charge will be made. Any one contemplating 
the placing of advertising with us would do well to do so 
before the first of January, as our rates will be increased 
after that time. 
From the many kind words of commendation, unsoli¬ 
cited, which we receive from our subscribers, we are 
led to believe that our work in the editing and publish¬ 
ing of this journal is of great assistance to the teacher 
and the earnest student throughout the country. 
aim to make each issue of the journal better, if possible) 
than the preceding one. By looking back over the jonr- 
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nals from year to year, we think that we have done this. 
We have covered larger fields, and by the aid of the 
liberal support which we have received, have been able 
to increase the size of the journal to a large extent. 
If it is not asking too much, we would like every one 
of our subscribers to send us at least one other. The 
premiums in the way of musical goods which we give 
are the most liberal that you can obtain, and no doubt, 
from our premium list, which we would be pleased to 
send to you, you would be able to find something that 
you had just been wanting ; for instance, for only one 
other subscriber besides your own we would send you 
any of the following: 
“Class Book for Music Teachers ” (50 cents), by E. M. 
Sefton. 
Any one volume of “Touch and Technic” ($1.00), by 
Dr. Wm. Mason. 
“ Theory Explained to Piano Students ” (50 cents), by 
Dr. H. A. Clarke. 
“ Fifty Lessons for Medium Voice,” Op. 9 (50 cents), 
by J. Concone. 
“ Ear Training” (75 cents), by E. A. Heacox. 
“ Choral Class Book ” (75 cents), by Leason & McGrana¬ 
han. 
Any two grades of Mathews’ “Standard Graded Course ” 
($2.00). 
Of course, if you were able to send more than one, it 
is not necessary for me to say that we would be most 
thankful, and the premium is, of course, larger in pro¬ 
portion. We make the premiums as large as we possibly 
can. This is the only way in which we can return these 
many favors which we have received, except by giving 
the journal the most careful attention, and, we might 
say, the many increases in size. 
We should be pleased to correspond with any, as re¬ 
gards terms, who can give their entire time to this work. 
We wish to draw special attention to the following 
premiums outside our musical goods, but articles which 
we have selected as the most suitable to our clientage. 
We have given these for the least number of subscrip¬ 
tions possible: 
Lady’s rolled gold watch,.for 15 
Fine silk umbrella,.“ 4 
Opera glasses, pearl,.“ 5 
Opera glasses, black,.“ 4 
Fountain pen,.  4 
Oak reading-stand and revolving book-case, . “ 6 
The fountain pen and the revolving book-case are new 
additions to our list. Of the first, we would say that it 
is the very best pen that is manufactured at the present 
time ; self-cleaning and filling ; ordinary ink may be 
used without any danger of clogging or corrosion. It 
is used and recommended by some of the greatest 
writers in the country. The oak reading-stand and 
revolving book-case has an adjustable slanting top 14// 
by 18//, the shelves of the book-rack are 15// by 15//, and 
the height over all is 34//. It is made of hardwood, 
well finished, and is a most convenient office or library 
article. You will notice that this is given for only six 
subscriptions, which is a very good offer, but it must be 
remembered that it is received by you in a twenty- 
pound package, f. o. b. Chicago ; that is, you pay the 
express charges from Chicago. 
The new work by Thomas Tapper, “ Pictures from 
the Lives of Great Composers,” will reach advance sub¬ 
scribers about the time this issue is out. All special 
offers for the work are now withdrawn. This book is 
one distinctly for children's use. It can be read by the 
child or to the child by an older person. The salient 
features of the great composers’ lives are woven into a 
tale, told in the simplest language, no date or historical 
fact to be remembered. The book is for entertainment 
and inspiration. The retail price is $1.25, subject to the 
usual reduction to the profession and trade. Do not 
forget this book in making a Christmas present to a 
child. 
Another new work has just been issued by us, an 
organ (pipe) instructor, by James H. Rogers. There has 
never been issued a good American work for pipe-organ. 
The one usually chosen by teachers is Stainer s. Ye 
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have issued one equal to Stainer’s in every respect. Be¬ 
sides, being a later work, it contains the latest ideas of 
teaching the instrument. If any of onr readers in need 
of an elementary work for pipe-organ, bear in mind 
“ Graded Materials,” by James H. Rogers. 
The only new work advertised and not out is “ Theory 
of Interpretation,” by Goodrich. The delay in getting 
the book out is the peculiarity of the work, being filled 
with numerous examples of music which requires a 
shifting of type from one printer to another. The book 
is more than three-fourths ready and we hope to have it 
completed next month. We have a special circular 
giving details of the work. If you have not subscribed 
for an advance copy, send for circular. The advance 
special price is 75 cents, postpaid. The price, when the 
book is once on the market will be at least $2.00. Mr. 
Goodrich is the author of two books along the same 
lines,-r-one on Theory, the other cn Analysis. In Ibis 
work some of the points are gone over again where they 
bear on interpretation. He is, perhaps, the most able 
theorist we have. He is now issuing a work that every 
student will find useful. Send on ycnr special cffer 
order this month ; you may be too late another month. 
•:* 
This month we begin sending out our new music to 
those of our patrons who are on the list. This new 
music is on sale, and can be retained during the teach¬ 
ing season. We send from ten to fifteen pieces monthly, 
all for piano. Our vocal pieces are sent, also, to whoever 
wants them ; we never have more than five monthly. 
We have a special circular, setting forth onr on-sale plan. 
If any of our new patrons desire our new issues, we shall 
be pleased to hear from them. The plan has proved suc¬ 
cessful, and our patrons are glad to examine new mnsic 
and use it with pupils when occasion requires. It costa 
little or nothing. The postage only is charged, about 
10 cents monthly. The music is returnable. We can 
not undertake to send only a part of onr music—the 
packages are all the same, and to divide them would 
cause confusion. 
NEW MUSIC IN THIS ISSUE. 
“Moment Musical,” Op. 46, No. 1, by Philip 
Scharwenka, is one of those beantiful inspirations that 
composers have at times written, and will well repay 
any one to carefully study its beauties. 
“Norwegian Dance,” Op. 35, No. 2, by Edward 
Grieg. A duet for the piano. Grieg to day is con¬ 
sidered one of the best living composers, and there is 
something fascinating and weird about all of bis works. 
They are not easily understood, and may not please at 
first, but any one who will persevere and study them 
conscientiously will find new beauties each day. This 
duet is written in his most pleasing style. 
“Lullaby,” by W. Kienzl, is a little gem ; poetic, 
easy to play, and without octaves. It is one of those 
study pieces used to cultivate taste and expression in 
young pupils. 
“ Cavatina,” Op. 85, by Joachim Raff. A beantiful 
composition which was originally composed for piano 
and violin, and belongs to the repertory of every great 
violinist. For the study of canUbile playing this piece 
will be of great service. When you practice the differ 
ent phrases, try to imagine how a great violinist would 
play them, or a great singer would sing them, and en¬ 
deavor to bring out of the piano that full, round, singing 
tone. This piece is well worth careful study and can be 
used as an A or B on any concert program. 
“Souvenir,” Op. 10, No. 1, by G. Karganoff. Of 
the modern Russian composers, Karganoff is perhaps 
the best known. His compositions are mostly written 
in the lyric style and require a good singing touch for 
their proper performance. This little piano lyric is 
melodious and original, and is well worth careful study. 
“Harriet March,” by Eugenio Sorrentino. This 
march is written by the gifted director of the Banda 
Rossa, and the different movements are very effective and 
inspiring. The “Willow Grove March,” by the same 
composer, is one of the most popular two-steps ever 
written. 
“A Darktown Frolic,” by W. F. Sudds. This 
composition is written in the popular style and depicts 
a jolly time that the darkies occasionally have. It is 
bright, easy to play, and should become popular. 
“The Crown of Love.” Song by Frederic N. 
Lohr. Of the modern song-writers of England, Liihr 
perhaps is one of the most successful. He has written 
many beantiful and effective songs and the one we offer 
in The Etude this issue, we feel, will please you. 
HOME NOTES 
Mr. Wm. H. Sherwood, of Chicago, gave a recital In University 
Hall, on October 21th. Mr. Sherwood will also gives aeries of four 
morning recitals during the season. 
As intereating program was recently given by the pupils of Mra. 
J. E. Weisel, Crestline, Ohio, assisted by the Crestline Band. 
Mr. Pkri.ry Durr Aldrich, of New York city, who makes a 
specialty of the Interpretation of songs, has Just issued ao interest¬ 
ing pamphlet, “Song Silhouettes." Many of hla programs are 
unique, and include a number of delightful songs seldom heard In 
public. 
The fifteenth annual senior class redial was given by the pupils 
of Mrs. Role Adams Grumbine, of Lebanon, Pa , on October Ittb, 
The graduating class numbered ten. 
A soro recital In aid of the new gymnasium of ltaverford Col¬ 
lege was given by Mr. David BDpham, in Witherspoon Hall, Phila¬ 
delphia. 
Mr Cuss, W. I.ardor, r former musical director of Claverack 
College, and until recently musical director of the Randolph Macon 
College, Lynchburg, haa opened a school of music In Dallas, Trsas. 
The now school Is well equipped in every department, and every 
indication points to s successful year. Mr. Landon Is the author 
of a number of educational worka. 
OR account of Illness, Mra Cora Gridin Jones, musical director of 
the Howard Payne College, Brownwood, Teiaa, haa resigned her 
poettion, and Is now In Winchester, Tenn. 
Wm. J. Hall, director of the Cedar Rapids College of Music, has 
Jtist dosed the moat successful summer school lo the existence of 
the college. The fall term opened up with a phenomenal attend¬ 
ance. 
MR. HRRRT lake, who for the past eight yeeia has tiled the 
position of secretary at the New Knglaod Conservatory, ha* severed 
his connection with that Institution and established the Boston 
Musical Bureau, which has made a remarkably auspicious o|>enlng. 
Mr. Lahn is eosbled, by this change, lo give more lime to literary 
work, and already has I wo books In the hands of bis publishers. 
The Crescent Hall School, of JereeyLlty, N. J.,of which Mrs 
M. Finn la principal, haa Just entered upou Its twenty-fourth year. 
It* past record has been a sure Will one, and It, no doalit, wljl ron- 
tlnue to merit the Increased patronage which It diw-rvua. 
The piano pupils of Harry N. Wiley, 'onderland, Maes., gava t 
pleasant recital at bis home recently. Artdile P. Graves, liarltone, 
assisted. 
The Derthlck Musical Club has been organised In Auetln.Tntte: 
Mrs. J. J. Une, president. At eech meeting Ibet lob will study by 
careful analysis the Ilf* end work of some one of tb* master* Jn 
mustc. The aim of tb* club Is a broad culture In tb* art of music. 
The nineteenth mttslealeof lb* Fargo College. Fargo,» I** . 
Mr. E. A. Smith, musical director, was gives on October Uth, by 
Mr. 8mltb anil pupils Id Ih* College UbapeL 
We acknowledge the receipt of pro.pe.-tua of tb* Conservatory of 
Music, Mount Union Collage, Alllsnc*. Ohio, of which Lytnsn F. 
Brown Is musical director. 
ME. F. W. Wot,ELL. baritone, of Boston, gave a redial on Novem- 
ber lit, sedated by Mine Florence PurrInglOD, vtoliolet, and Mias 
Louise Emllie Wallt, pianist. 
Th* pupil* of Mlm Grace Moo*. Lebanon, Me , recently ga*e * 
piano recital, assisted by Mlm Elsie Noel, reader. 
Sioroe Arturo Nctiei, th* blind vlrtnore, by bl* remarkable 
akin ha* won the title of " Blind P..l*re».kl” HD $mkm wu 
early recognirad ty Boblr»l«l». 
fE acknowledge the receipt of prospedo* of the MU«e Crew. 
have been attained. 
et Deu* of The Etude we made mention of the death of 
terbsrt, which, however, we nr* glad to be a HI* to correct 
terbart I* still living nnd quite ertlva. the error wns 
ubt, to the feet that a Mr. LooD Zitterimrt. most, tan, 
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Undkr the management of Mr. F. F. Shearer the following 
artists appeared at Lockport, N. Y., on the 23th of October in a 
concert: Madame Elenore Meredith, soprano; Miss Kate Shei- 
bourne, contralto; Miss Clara B. Clark, reader; Mr. Gustave C. 
Miller, tenor; Mr. A. L. McAdam, baritone; aud Mr. Jaroslaw de 
Zielinski, pianist and director. The affair was patronized by the 
elite of the towu, and the crowded house showed its appreciation of 
the work done by the artists by applauding heartily every number. 
Thb Broad Street Conservatory of Music, No. 1831 South Broad 
Street, began its regular fall term Monday, October 9th. During 
the summer months the building was thoroughly renovated. The 
1 acuity numbers some forty artist-teachers of international reputa¬ 
tion, and iocludes such celebritiesai Gilbert K. Combs, the director; 
Dr. Hugh A. Clarke, Henry Schradieck, and many others equally as 
well known. The registration this season has far exceeded that of 
last year, and specially well represented are the Western and 
Southern States, showing that the conservatory has a national as 
well as a local reputation. 
Henry Purmort Eames, director of the pianoforte department 
of the Nebraska State University School of Music, may be classed as 
one of the younger artists of this country, and is rapidly establish¬ 
ing himself, particularly in the west and northwest. Mr. Eames is 
also a concert pianist and lecturer. 
Lkwis B. Shock, pianist of the Hamburg Orchestra, has opened 
a school of music in Hamburg, Pa. Mr. Shock, though a young 
man, lias been teaching for a number of years, and has already 
made a reputation for careful and thorough work. 
Mrs. Pearl Mae Henry, principal of the Ironton School of 
Music, with an able corps of teachers, has begun work for the season 
with promise of a successful year. 
Mrs. E. S. Burns, of Livonia, N. Y., has opened a school of 
music in Rochester, N. Y., where her method oi Musical Kinder¬ 
garten will be taught. Assistant teachers are Miss Ethel N. Wilson, 
piano and mandolin, and Mrs. Ida Wilson, elocution. 
Gaul’s sacred cantata, “The Ten Virgins,” was rendered before 
a representative audience at Grace Chuich, Middletown, N. Y., on 
the evening of September 19th, under the direction of Harvey 
Wickham. 
I have always found your music just what I needed. 
Miss E. M. Hitchki.[.. 
I would say that the Riemann Dictionary is, indeed, 
a very fine work. Sister Genevieve, 
Presentation Convent. 
I am delighted with your “On Sale” plan. 
Alice W. Hicks. 
I have sold several copies of Mathews’ book of “ Fifth 
and Sixth Grade Pieces,” and the people that bought 
them think, like myself, that the book is especially to 
be recommended for the selection of pieces. 
Lettie Bkadley. 
I must congratulate yon npon the high tone of yonr 
magazine, The Etude. I read it with the greatest 
pleasure and profit, and certainly intend always to sub¬ 
scribe for it. c. E. Shimeb. 
I have had more answers from my advertisement with 
yon than from any card I have yet published in any 
j°nrnal- F. W. WoDKLL. 
Vol. II. of Landon’s “Sight Reading Album” was 
thoroughly tried by me, and I am highly pleased with it. 
Mbs. Lewis Mebiwetheb. 
I find The Etude the most helpful of any musi¬ 
cal journal which has come under my notice, and think 
that any np-to-date teacher can not afford to be without 
ifc- Miss Alice J. Read. 
I like The Etude so well that I would not like to do 
without it. a. Tboelleb. 
I am sure every teacher mnst be grateful for the 
Graded Course of Mathews’ Studies.” The list of 
pieces for each course is not the least of its virtues. The 
grade of each is not only gradual, but most satisfactory 
and attractive. Julia Strong. 
I have received “Key to Mansfield’s Harmony,” and 
can truthfully say that it is good investment to any one 
studying the work. D. g. Anthony. 
The Etude has been a source of great pleasure and 
instruction to me, and I hope to be able to take it al- 
wa79- Miss Frances Heinzeb. 
The “ Key to Mansfield’s Harmony,” which came to 
hand during September, betrays at once thorough 
knowledge and fine taste. Of particnlar interest are 
the alto and tenor parts; the harmonized melodies be¬ 
come, in this manner, eminently clear and well bal- 
“““d' F. Gregory Hugle. 
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I have recently examined w'th great care, “Evolu¬ 
tionary Technics,” by Ferdinand Dewey. This collection 
of short, helpful exercises for the pianoforte, seems to 
me to be the most direct, concise, and condensed sum¬ 
mary of the fundamental principles of piano technic, 
and the best and quickest means of mastering them, 
which I have yet found in my thirty years of experi¬ 
ence. These exercises should be used as daily studies 
by every grade of player, from the beginner to the art¬ 
ist, and no progressive teacher, who is striving for the 
best and moat rapid results in his work, can afford to 
be another week without “ Evolutionary Technics ” 
Edward Baxter Pebby. 
I am very much pleased with “ Ear Training,” and 
think it will prove a great help in my work. 
Sr. M. Delores. 
I fnlly appreciate the prompt and careful attention 
you have given to my orders this year and last. 
Miss Victoria McLaughlin. 
I am using “ Landon’s Foundation Materials” for 
most of my pupils, and can most heartily recommend it 
to all teachers. May Willard Fisher. 
I do not need to request that my orders be sent imme¬ 
diately, as I could not ask for more prompt and satis¬ 
factory service than that always afforded by yon. 
Edwina H. Barney. 
I appreciate very much the advance offers that yon 
make from time to time ; always get money’s worth. 
H. L. Ykbrington. 
Yours is a most satisfactory house to deal with. 
Miss E. Blanche Little. 
I am much pleased with the progressive and interest¬ 
ing exercises of the “Morris Writing Primer.” The 
arrangement forms an excellent preparation for the study 
of harmony. Harriet R. Gardiner. 
I use Howard’s “Harmony” exclusively in my 
classes, and consider it the best in existence for that 
purpose. W.M. E. Snyder. 
“ Standard English Songs ” has been received, and I 
say unhesitatingly that it contains more really beautiful 
songs than any collection I have seen. 
Alice Preuss. 
Yonr firm has given perfect satisfaction in every 
respect in filling orders and making favorable offers to 
Patron?- M. L. Ewell. 
1 am delighted with Tapper’s “ Music Talks with 
Children.” Miss Annie May Van Diven. 
Allow me to thank yon for yonr correctness and 
promptness in filling orders. 
Ruth Feathebstone. 
I have always been pleased with the way my orders 
have been filled. Sadie H Gray. 
I would like to say right here that The Etude 
always contains so many useful hints ; indeed, it is 
crammed full, and the works that it advertises are all 
reliable and very helpful. 
The writer has taught a number of years, and has 
used the works published by the editor almost exclu¬ 
sively, and attributes his success largely to that fact. 
J. E. Weber. 
q, I„uaT?, examined the three volumes of “ Schmoll’s 
i-'tudies, and am highly pleased with them Thev 
seem to me to fill a long-felt want, and I have no doubt 
tL!tl°Perr y atnd,el ’ 7m d0 much to develop the musical 
nnntla nTrQ£ 1 Sha11 n8e with my pupils, and I know they can not help but enjoy them. 
Blanche Higbee. 
Felix Smith’s 
used. Pedal Studies” are the best I ever 
Mabel E. Butler. 
Upon examining the “ Modern Sonatinas ” by Leefson 
M m/*!7 mnC!’ plea8ed with it, and shall us/it largely 
in my class in future. Lauea g. KlBaB*ely 
I am using Book I of “Schmoll’s Studies ” and can 
recommend it very highly. Emma C Welch 
THE NATIONAL EXPORT EXPOSITION AND 
THE COMMERCIAL CONGRESS. 
There is now being held here in Philadelphia a 
national exposition of American manufacturers for the 
enlargement of export trade. 
Here, in the display of the manufactured goods by the 
various firms represented, are rare opportunities for in- 
s rue ion and information of the mechanic arts. The 
music trade is well represented ; better, we should say 
in comparison, than any other line. Most of the better 
* zc“.”rr“i"e"h*™ ,“rge 
Perhaps the greatest attraction, outside of the porely 
business, is the music. In one of the largest audits 
urns ever built, two concerts of the highest order 
given each day by the finest musical organizations to b 
procured. Among those which have already been heard 
are the Damrosch Orchestra, U. S. Marine Band th 
peerless Sousa Band, Scheel’s Orchestra,-all b-ne’re 
dered programs of the highest merit, and the immense 
auditorium has been crowded at every concert. 
Second only to the Exposition itself has been the 
assembly of the International Commercial Congress 
Nothing has happened in recent years of more signify 
cance to the trade interests of the United States, it havirg 
every benefit possible for the Government and for trade 
interests in the entire country, attended by several 
members of the Cabinet, the entire Diplomatic Corps 
from Washington, and representatives from nearly every 
country on the globe. 
Delegates have gathered from every nation having 
commercial relations with each other, and these dele¬ 
gates are not only men who have given their best 
energies to a study of trade and manufactures and who 
have won distinction in the field of letters and science, 
but also men who have devoted themselves to the prac¬ 
tical details of international trade and are competent to 
consider and discuss every phase of every one of the 
various subjects which will be under discussion. There 
will be no narrow limits to the scope of the debates in 
the Congress, the question of the whole world’s trade 
interests being presented and examined in the broadest 
manner. The light which such a body will throw upon 
the subject of international commercial relations will 
have no inconsiderable effect npon the foreign policy of 
the nations, both in regard to their commercial and social 
interests. 
Among the wide and numerous subjects for disenssion 
by the Congress will be the question of foreign trade in 
general ; the advantages of an extension of international 
parcel-post facilities ; the inter oceanic canal, and inter¬ 
national hanking and currency. That very pressing and 
absorbing subject, “ Our New Spheresof Influence,” will 
be a prominent matter for examination from the stand¬ 
point of trade. 
The Congress opened under the most favorable cir¬ 
cumstances, with the Hon. Thos. B. Reed as presiding 
officer. Some of the speakers were as follows: 
Hon. T. B. Reed, opening address. 
Lieutenant-General J. W. Laurie, London. 
Governor Stone, of Pennsylvania. 
Herr Arnold and Dr. Yosberg, of Berlin. 
Interesting addresses were made by representatives of 
the following countries : England, Canada, Victoria, 
New Zealand, South Australia, China, Russia, Austria, 
Spain, Japan, Mexico, Argentine Republic, Germany, 
Brazil. 
This will give a small idea of the scope, magnitude, 
and importance of this great trade congress and ex¬ 
position. 
Not ices for this column inserted at S cents a word for one in»e ^ 
payable tn advance. Copy must be received by the 20t 0 
previous month to Insure publication in the next number. 
A TEACHER OF VOICE AND PIANO IS.WA.N„!;!! -ljl. in a Southern institution. The app nan 1 
be thoroughly equipped for the work, and 0De je(j 
European education is preferred. A young, t”1™ ,jn. 
man is desired. For particulars address Jas. C. d • 
game, Raleigh, N. C. ___ 
ANTED—A YOUNG LA DY OF HIGH SO^ 
standing desires position as Pianist, 
panist, or Teacher in Boston or vicinity. Best re _ 
Further particulars, address Miss M. J. H., A ’ I 
of Notre Dame, Berkeley Street, Boston, Mass. 
WING TO THE DEMAND FOR TEACHERS of 
0 
VIJNtjr 1U JJ jH JNE roa 1UDV- 
A/ the Fletcher Kindergarten Music Me g 
Canada, if a sufficient number of teachers reg .’ 
class will be opened in Toronto, Canada, in tn V 
of 1900. See advertisement in tills issue. 
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